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De s p i t e t h e changes t h a t h i s work underwent over 
t h e course o f h i s c a r e e r , Schwartz's w r i t i n g s form a 
cohesive whole. His poems, s t o r i e s and essays are u n i f i e d 
by a s e r i e s o f themes and m o t i f s t h a t r e c u r b o t h w i t h i n 
i n d i v i d u a l works and th r o u g h o u t h i s oeuvre. One o f the 
most s i g n i f i c a n t o f these i n v o l v e s t h e moment when an 
i n d i v i d u a l catches s i g h t o f h i s r e f l e c t i o n i n a m i r r o r , 
a moment o f sudden s e l f - k n o w l e d g e , shocking y e t 
l i b e r a t i n g . Schwartz p r o v i d e s a r e i n t e r p r e t a t i o n o f 
th e Narcissus myth t h a t serves as a j u s t i f i c a t i o n f o r 
h i s s e l f - c o n s c i o u s approach t o a r t . Again and again 
he r e t u r n s t o an examina t i o n o f t h e i n d i v i d u a l ' s p l a c e 
i n s o c i e t y . The i n d i v i d u a l i s seen as a l i e n a t e d both 
from h i s f e l l o w man and from h i m s e l f , b u t a t t h e same 
tim e unable t o escape t h e bonds t h a t h o l d him t o o t h e r s . 
His n a t u r e i s determined by t h a t r e l a t i o n s h i p . 
N e v e r t h e l e s s , he can. achieve freedom th r o u g h becoming 
t r u l y c o n scious. A l t h o u g h Schwartz's i n t e r e s t i n Freud 
and Marx i s r e l e v a n t , he does n o t accept any d o c t r i n e 
u n c r i t i c a l l y . His use of r e p e t i t i o n s helps him t o develop 
c o n t r a r y p o s i t i o n s and i s p a r t o f an approach t o a r t 
t h a t f a v o u r s paradoxes over c e r t a i n t i e s . He views h i m s e l f 
as an i s o l a t e d a r t i s t , y e t c a r r i e s out a s u s t a i n e d 
c r i t i q u e o f t h e i m p l i c a t i o n s o f t h a t i s o l a t i o n . One e f f e c t 
o f t h i s r e a d i n g o f Schwartz's work i s t o p r o v i d e a defence 
of t h e h i t h e r t o p o o r l y r e c e i v e d l a t e r s t o r i e s and poems. 
The copyright of this thesis rests with the author 
No quotation from it should be pubhshed without 
his prior written consent and information derived 
from it should be acknowledged. 
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INTRODUCTION 
Delmore Schwartz r e c e i v e d c o n s i d e r a b l e a c c l a i m i n 
t h e e a r l y years of h i s l i t e r a r y c a r e e r . His f i r s t 
achievements, i n c o l l e c t i o n s such as I n Dreams Begin 
R e s p o n s i b i l i t i e s and The World i s a Wedding, marked him 
o u t as a d i s t i n c t i v e w r i t e r o f b o t h p o e t r y and s h o r t 
f i c t i o n . However, i n l a t e r y e a r s t h a t p r a i s e became a 
burden, and he began t o f e a r t h a t he would not be able 
t o l i v e up t o t h e e a r l y r e c e p t i o n . He was r i g h t t o w o r r y : 
t h e l a t e r work was n o t f a v o u r a b l y r e c e i v e d . 
The years s i n c e h i s death have not done much t o 
r e s t o r e h i s c r i t i c a l r e p u t a t i o n , i n s p i t e of a r e c e n t 
r e v i v a l of i n t e r e s t i n Schwartz i n t h e U n i t e d S t a t e s . 
P r e v i o u s l y u n p u b l i s h e d or u n c o l l e c t e d l e t t e r s , j o u r n a l s , 
poems, s t o r i e s , p l a y s and essays have a l l been gathered 
i n v a r i o u s posthumously p u b l i s h e d volumes. However, 
a l t h o u g h Schwartz c o n s i d e r e d h i m s e l f t o be above a l l 
a p o e t , a C o l l e c t e d Poems i s s t i l l s o r e l y missed: both 
h i s l o n g poem. Genesis; Book One, and t h e second of h i s 
t h r e e volumes t o i n c l u d e v e r s e . V a u d e v i l l e f o r a P r i n c e s s , 
have been l o n g o u t of p r i n t . I n Great B r i t a i n o n l y a 
s e l e c t i o n of p r e d o m i n a n t l y e a r l y poems and a volume of 
correspondence w i t h h i s p u b l i s h e r , James L a u g h l i n , are 
c u r r e n t l y a v a i l a b l e . No volume of h i s f i c t i o n i s i n 
p r i n t m B r i t a i n . Moreover, few verse a n t h o l o g i e s i n c l u d e 
poems by him. I t i s r a r e r s t i l l t o f i n d h i s work i n 
c o l l e c t i o n s o f s h o r t s t o r i e s . 
Schwartz's s t a n d i n g as a w r i t e r has not been helped 
by t h e way h i s p e r s o n a l l i f e has come t o overshadow h i s 
a r t . More r e a d i l y a v a i l a b l e than h i s own w r i t i n g s , John 
Berryman's The Dream Songs and Saul Bellow's Humboldt's 
G i f t have done much t o f i x t h e image of Schwartz as a 
t r a g i c , doomed poet. The biography by James A t l a s has 
a l s o c o n t r i b u t e d t o t h i s myth-making process. Schwartz 
has become more i m p o r t a n t f o r what he r e p r e s e n t s than 
f o r what he w r o t e . U n f o r t u n a t e l y , t h i s image of him 
o n l y i n v o l v e s a p a r t i a l t r u t h t h a t i s sometimes deeply 
m i s l e a d i n g . 
Extreme c a u t i o n needs t o be e x e r c i s e d i n r e l a t i n g 
Schwartz's l i f e t o h i s w r i t i n g s , i n s p i t e of t h e i r h e a v i l y 
a u t o b i o g r a p h i c a l l e a n i n g s . One mistake i s t o assume 
t h a t t h e r e i s a simple c o r r e l a t i o n between Schwartz's 
d e t e r i o r a t i n g mental h e a l t h and the way t h a t he wrote 
i n h i s l a t e r y e a r s . Another more s e r i o u s e r r o r i s t o 
assume t h a t Schwartz's a r t i s t i c concerns were unhealthy 
and c o n t r i b u t e d t o h i s p e r s o n a l problems. His work i s 
s e l f - c o n s c i o u s , b u t t h a t i s not n e c e s s a r i l y a p e j o r a t i v e 
d e s c r i p t i o n . The o n l y b o o k - l e n g t h study of Schwartz's 
w r i t i n g s , R i c h a r d McDougall's Delmore Schwartz, i s marred 
by t h e a u t h o r ' s d i s a p p r o v i n g a t t i t u d e t o h i s s u b j e c t ' s 
s e l f - c o n s c i o u s n e s s . 
I t i s i n d i s p u t a b l e t h a t Schwartz's work changed 
c o n s i d e r a b l y over t h e y e a r s . There are s i g n i f i c a n t 
d i f f e r e n c e s between t h e p o e t r y i n t h e 1938 volume, I n 
Dreams Begin R e s p o n s i b i l i t i e s , and t h e new verse p r i n t e d 
i n 1959 i n Summer Knowledge, j u s t as t h e r e are between 
th e s h o r t s t o r i e s i n The World i s a Wedding, which f i r s t 
came o u t i n 1948 , and those i n S u c c e s s f u l Love and Other 
S t o r i e s t h i r t e e n years l a t e r . The sometimes i m p l i c i t 
and sometimes e x p l i c i t b a s i s f o r some c r i t i c a l judgements 
about Schwartz has been t h a t he produced h i s most 
a u t h e n t i c work a t t h e b e g i n n i n g o f h i s career b e f o r e 
h i s p e r s o n a l problems s i d e t r a c k e d him. However, i t i s 
dangerous t o assume t h a t I n Dreams Begin R e s p o n s i b i l i t i e s 
and The World i s a Wedding are t y p i c a l l y Schwartzian 
i n a way t h a t t h e l a t e r volumes f a i l t o be. 
I t w i l l be p a r t o f the argument of t h i s t h e s i s t h a t 
t h e r e i s a good case f o r c o n s i d e r i n g Schwartz's body 
of work as a cohesive whole. Whatever t h e d i f f e r e n c e s , 
whatever t h e changes, h i s l a t e r w r i t i n g s are s t i l l 
r e c o g n i z a b l e as t h e work of t h e man who produced I n Dreams 
Begin R e s p o n s i b i l i t i e s and The World i s a Wedding. 
Furthermore, t h e apparent n a r c i s s i s m o f h i s a r t , which 
McDougall f i n d s so o b j e c t i o n a b l e , i s not o n l y one of 
th e f a c t o r s t h a t makes f o r t h a t cohesion, b u t i s a l s o 
more f a i r l y seen as a s u s t a i n e d e x a m i n a t i o n o f what i t 
means t o be b o t h an i n d i v i d u a l and an a r t i s t m s o c i e t y 
i n t h e t w e n t i e t h c e n t u r y . 
I I 
I n "The P o e t r y o f A l l e n Tate" Schwartz d e s c r i b e s 
th e way i n which r e p e a t e d images o r m o t i f s p r o v i d e a 
key t o u n d e r s t a n d i n g a w r i t e r ' s work: 
The whole v i s i o n o f t h e poet can best be seen 
by g r a s p i n g minute image, r e c u r r e n t metaphor, 
symbol and i d e a , t y p i c a l use o f language, and 
s i n g l e view of d i f f e r i n g s u b j e c t s i n the u n i t y 
f rom which t h e y a r i s e . B e g i n n i n g w i t h t h e minute 
image, we f i n d t h a t every element, from image 
t o s u b j e c t , tends t o suggest i t s e l f as an 
example of some aspect of another p a r t and 
o f t h e w r i t i n g as a whole. (1) 
He can be found a p p l y i n g t h i s c r i t i c a l approach i n "Ezra 
Pound's Very U s e f u l Labors": 
The Cantos have no p l o t , a l t h o u g h as t h e poem 
c o n t i n u e s , t h e r e p e t i t i o n o f key phrases, 
c h a r a c t e r s and s i t u a t i o n s , makes more and more 
c l e a r t h e k i n d of u n i t y which the Cantos do 
have, a wholeness based upon c e r t a i n obsessions 
or p r e o c c u p a t i o n s , d e r i v i n g i t s e l f from the 
c h a r a c t e r o f Pound's mind . . . (2) 
The r e l e v a n c e of t h e approach becomes i n c r e a s i n g l y 
c l e a r when one c o n s i d e r s Schwartz's own work. As he 
h i m s e l f admits i n "The L i t e r a r y D i c t a t o r s h i p of 
T. S. E l i o t " , " t h e r e i s . . . a n a t u r a l tendency 
upon t h e p a r t of a poet who w r i t e s c r i t i c i s m t o t r y t o 
j u s t i f y and p r a i s e i n h i s c r i t i c i s m what he attempts 
t o a c c o m p l i s h i n h i s p o e t r y " ( 3 ) . A r e a d i n g of Schwartz's 
work r e v e a l s i n s t a n c e a f t e r i n s t a n c e of "the r e p e t i t i o n 
o f key phrases, c h a r a c t e r s and s i t u a t i o n s " . So e x t e n s i v e 
i s Schwartz's use of r e p e t i t i o n t h a t i t c l e a r l y amounts 
t o more t h a n a tendency t o reuse s u c c e s s f u l or f a v o u r i t e 
e x p r e s s i o n s from o l d m a t e r i a l . Rather, i t i s a technique 
t h a t enables Schwartz t o e s t a b l i s h r e l a t i o n s h i p s and 
c o n t r a s t s , t o develop i d e a s , t o c o m p l i c a t e issues and 
t o s t r u c t u r e h i s work. 
R i c h a r d McDougall's book examines some o f Schwartz's 
r e p e a t e d images, p a r t i c u l a r l y i n t h e s e c t i o n "Blue Sky, 
White Snow: Images of Transcendence" ( 4 ) . This study 
w i l l draw a t t e n t i o n t o o t h e r s . I t w i l l show how they 
c r e a t e f o r t h e body of Schwartz's w r i t i n g s "a wholeness 
based upon c e r t a i n obsessions or p r e o c c u p a t i o n s " . I t 
w i l l a l s o demonstrate t h e way i n which they are p a r t 
of Schwartz's s e l f - c r i t i c a l a t t i t u d e t o h i s a r t . 
CHAPTER ONE 
Narcissus and t h e M i r r o r ; 
Facing t h e S e l f 
Of a l l t h e examples of Schwartz's r e l i a n c e on 
" r e c u r r e n t metaphor, symbol and i d e a " one o f t h e most 
s i g n i f i c a n t i s t h e use he makes of the moment when 
i n d i v i d u a l s c a t c h s i g h t o f themselves i n a m i r r o r . An 
essay by Mark Goldman, " R e f l e c r i o n s i n a M i r r o r : On Two 
S t o r i e s by Delmore Schwartz", discusses two occasions 
when t h i s happens i n "America! America!" and "The C h i l d 
I s t h e Meaning of T h i s L i f e " . He d e s c r i b e s how "the 
m i r r o r becomes a system o f m u l t i p l e p e r s p e c t i v e s " t h a t 
a l s o o p e r a t e s i n "a w o r l d of r i c h e r and more complex 
m i r r o r - i m a g e s where t h e n a r r a t o r s t a r e s a t h i s r e f l e c t i o n 
i n t h e g l a s s , a t t h e s e l f caught i n a c h a i n of h e r e d i t a r y 
c i rcumstances beyond h i s c o n t r o l " ( 1 ) . 
However, these two s t o r i e s are by no means t h e o n l y 
works by Schwartz t o depend on t h e m i r r o r as an image. 
I t f e a t u r e s i n t h e s h o r t s t o r i e s "The Track Meet", "The 
Commencement Day Address" and "Tales from the Vienna 
Woods", as w e l l as i n t h e l o n g poem Genesis: Book One 
and i n one o f t h e prose i n t e r l u d e s of "Coriolanus and 
His Mother". M i r r o r s are a l s o i m p o r t a n t i n t h e f o l l o w i n g 
poems: " I n t h e Naked Bed, m P l a t o ' s Cave"; "Father 
and Son"; "The S i n of Hamlet"; "By Circumstances Fed"; 
" A l l o f t h e F r u i t s Had F a l l e n " ; and " A p o l l o Musagete, 
P o e t r y , and t h e Leader o f t h e Muses". Furthermore, t he 
verse p l a y s Choosing Company, Dr. Bergen's B e l i e f and 
Venus i n t h e Back Room use t h e m i r r o r as an image: 
indeed, t h e f i r s t two open w i t h c h a r a c t e r s l o o k i n g a t 
t h e i r r e f l e c t i o n s . 
There i s a c l e a r c o n n e c t i o n between Schwartz's 
r e l i a n c e on m i r r o r s i n h i s v/ork and the a u t o b i o g r a p h i c a l 
impulse o f much o f h i s w r i t i n g . R i chard McDougall makes 
these p o i n t s : 
Schwartz belongs among those w r i t e r s whose 
work, w h i l e undergoing t h e t r a n s f o r m i n g and 
u n i v e r s a l i z i n g process o f a r t , d e r i v e s d i r e c t l y 
f r o m t h e i r p e r s o n a l e x p e r i e n c e . O f t e n h i s 
w r i t i n g i s a m i r r o r i n which he sees c h i e f l y 
h i m s e l f ; i n f a c t , t h e m i r r o r r e c u r s i n h i s 
work as a symbol o f s e l f - s c r u t i n y , and he 
f r e q u e n t l y r e f e r s t o Na r c i s s u s . There i s a 
n a r c i s s i s t i c s i d e t o h i s c h a r a c t e r s which he 
rec o g n i z e s and e x p l i c i t l y develops. (2) 
Thi s n a r c i s s i s m was a p p a r e n t l y r e c o g n i z e d e a r l y i n 
Schwartz's c a r e e r . A photograph taken by Mrs. Forbes 
Johnson-Storey shows a young Schwartz s t a r i n g i n t e n t l y 
a t h i s r e f l e c t i o n i n a m i r r o r . I t can now be found on 
the d u s t j a c k e t o f h i s p u b l i s h e d j o u r n a l s . P o r t r a i t o f 
Delmore. 
U n f o r t u n a t e l y , an i n c l i n a t i o n t o " s e l f - s c r u t i n y " 
can i n c u r t h e d i s a p p r o v a l o f o t h e r s . McDougall, having 
d e s c r i b e d Schwartz as "a deeply d i s t u r b e d , s e l f - d o u b t i n g , 
i n w a r d l y d w e l l i n g man o f marked egoism and s e l f - c o n c e r n " 
(3) , l a t e r complains t h a t "consciousness becomes an end 
i n i t s e l f f o r Schwartz's i n c r e d i b l y s e l f - a b s o r b e d and 
r e t r o s p e c t i v e heroes, a s u b s t i t u t e f o r l i v i n g and a c t i n g " 
(4) . When d i s c u s s i n g "Father and Son", McDougall again 
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m a i n t a i n s t h a t " i n t r o s p e c t i o n or s e l f - c o n s c i o u s n e s s , 
as symbolized by t h e ' l o o k i n g - g l a s s ' , i s supposed t o 
l e a d t o a c t i o n , b u t more l i k e l y t han n o t i t becomes a 
s u b s t i t u t e f o r a c t i o n , j u s t as i t does so o f t e n elsewhere 
i n Schwartz's work" ( 5 ) . Narcissus i s n o t considered 
a d e s i r a b l e r o l e model f o r a p o e t . 
Schwartz, however, uses t h e f i g u r e of Narcissus 
f o r h i s own ends. He p r e s e n t s an a d a p t a t i o n of the o l d 
myth t h a t p r o v i d e s a j u s t i f i c a t i o n f o r h i s approach t o 
a r t . M i r r o r s serve a much more i m p o r t a n t f u n c t i o n i n 
h i s work t h a n merely i n d i c a t i n g e i t h e r " m u l t i p l e 
p e r s p e c t i v e s " o r " s e l f - s c r u t i n y " . 
I I 
Summer Knowledge, Schwartz's l a s t volume of v e r s e , 
i n c l u d e s t h e t h r e e - p a r t poem "Narcissus". The second 
p a r t o f t h i s , "The Fear and Dread of the Mind of t h e 
Others", i s a monologue by N a r c i s s u s i n which he expresses 
h i s p a i n and dismay a t how o t h e r s misunderstood him: 
They t h o u g h t I had f a l l e n i n l o v e w i t h my own f a c e . 
And t h i s b e l i e f became t h e n i g h t - l i k e o b s t a c l e 
To u n d e r s t a n d i n g a l l my unbroken s u f f e r i n g . 
My s t u d i o u s s e l f - r e g a r d , t h e p a i n of hope. 
The t o r m e n t o f p o s s i b i l i t y 
. . . (6) 
Schwartz t a k e s t h e f i g u r e of N a r c i s s u s , r e t a i n s the n o t i o n 
o f h i s "unbroken s u f f e r i n g " , y e t makes a c r u c i a l change 
i n s u g g e s t i n g t h a t people are f u n d a m e n t a l l y wrong i n 
t h e i r p e r c e p t i o n o f h i s " s e l f - r e g a r d " . 
The remainder o f t h e second p a r t of t h e poem i s 
dominated by Nar c i s s u s ' s s t r u g g l e f o r s e l f - e x p r e s s i o n : 
he i s aware t h a t t h e r e i s something " t r e m b l i n g and 
p a s s i o n a t e / W i t h i n t h e l a b y r i n t h and caves of my mind", 
t h a t unconscious p a r t o f h i m s e l f where t h e mind i s " p a r t l y 
or w h o l l y hidden from i t s e l f " , b u t he l a c k s t he words, 
th e "Comparisons and mere metaphors", t o a r t i c u l a t e i t 
and make i t conscious. The s i g n i f i c a n c e o f t h i s 
d i f f i c u l t y t o a w r i t e r i s c l e a r , e s p e c i a l l y t o one as 
concerned as Schwartz w i t h t h e s e c r e t s o f the mind. 
The s t r u g g l e f o r s e l f - e x p r e s s i o n i s a theme t h a t r e c u r s 
t h r o u g h o u t h i s work. I t appears, f o r i n s t a n c e , i n the 
s e s t e t o f "Sonnet: 0 C i t y , C i t y " : "Whence, i f ever, 
s h a l l come t h e a c t u a l i t y / Of a v o i c e speaking t h e mind's 
knowing" ( 7 ) . 
L a s t & L o s t Poems, a posthumous c o l l e c t i o n , c o n t a i n s 
a l o n g poem, "The Stu d i e s o f N a r c i s s u s " , which i n c l u d e s 
t h e t h r e e s e c t i o n s o f "Nar c i s s u s " , though i n a d i f f e r e n t 
o r d e r . Robert P h i l l i p s ' s "Foreword" makes i t c l e a r t h a t 
e x i g e n c i e s o f space f o r c e d Schwartz t o d i s c a r d a l l b u t 
s m a l l p o r t i o n s o f t h i s poem b e f o r e i t c o u l d be p u b l i s h e d 
i n Summer Knowledge; though P h i l l i p s a l s o p o i n t s o u t 
t h a t t h e s u r v i v i n g t y p e s c r i p t o f "The Studies of 
Na r c i s s u s " i s u n f i n i s h e d ( 8 ) . R e g r e t t a b l y , t h e e d i t o r i a l 
d e c i s i o n t h a t produced "Narcissus" obscures much of 
Schwartz's i n t e n t i o n i n u s i n g t h e myth. Not o n l y i s 
t h e c o n n e c t i o n between t h e t h r e e s e c t i o n s u n c l e a r , b u t 
a l s o t h e importance of t h e r i v e r t o Narcissus i s l e f t 
u n e x p l a i n e d , as i s the reason why people are mistaken 
i n t h i n k i n g t h a t Narcissus "had f a l l e n i n l o v e w i t h [ h i s ] 
own f a c e " . 
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The r e s t o r e d "The S t u d i e s o f Na r c i s s u s " begins w i t h 
a prose "Prologue" t h a t p r o v i d e s t h e much needed 
c l a r i f i c a t i o n . T h i s r e v e a l s a v e r s i o n o f the Narcissus 
myth t h a t i s s i g n i f i c a n t l y a t v a r i a n c e w i t h e x t a n t 
c l a s s i c a l t r e a t m e n t s o f t h e same s t o r y . The n a t u r e of 
t h i s d i f f e r e n c e says much about Schwartz's conception 
of t h e n a t u r e o f h i s p e r s o n a l a r t i s t i c endeavour. Indeed, 
h i s use of t h e myth f u n c t i o n s as a c l e a r d i s t i l l a t i o n 
of what he b e l i e v e d t o be t h e r o l e and methods of the 
modern p o e t . 
As t h e "Prologue" e x p l a i n s , those who "thought 
Narcissus was moved by s e l f - l o v e and looked m t h e r i v e r 
o n l y t o see h i s own beloved f a c e " d i d so because "they 
f o r g o t t h a t h i s f a t h e r was t h e r i v e r god": 
The t r u t h was t h a t he was e n t i r e l y d i s s a t i s f i e d 
w i t h t h e image of h i s own f a c e , y e t t h e r i v e r , 
c o n t i n u o u s l y changing under the c o n t i n u o u s l y 
changing l i g h t , and p r o m i s i n g so much t o 
N a r c i s s u s , n u r t u r e d an i n e x h a u s t i b l e hope m 
him, and hopes: t h e hope t h a t he would be 
s a t i s f i e d , and b e a u t i f u l enough, as an image, 
a face and a b e i n g , t o be able t o be loved 
by a t r u l y b e a u t i f u l b e i n g . But the r i v e r i t s e l f 
was t h e most b e a u t i f u l o f a l l t he beings he 
had ever b e h e l d . (9) 
Acc o r d i n g t o Louise Vinge, Ovid i s "perhaps the 
e a r l i e s t and d e f i n i t e l y t h e most d e t a i l e d of the c l a s s i c a l 
a u t h o r s who are concerned w i t h N a r c i s s u s " ( 1 0 ) . His 
account o f t h e myth has few s i m i l a r i t i e s t o Schwartz's. 
The o n l y major d e t a i l s t h a t t h e two v e r s i o n s have i n 
common concern t h e parentage of Narcissus and the 
u n r e q u i t e d l o v e f e l t f o r him by the nymph, Echo. The 
d i f f e r e n c e s , on t h e o t h e r hand, are numerous. Ovid's 
Narcissus i s born a f t e r t h e rape o f L i r i o p e by the 
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r i v e r - g o d , Cephisus, b u t t h i s f a c t o r p l a y s no i m p o r t a n t 
r o l e i n Ovid's r e n d e r i n g of t h e myth. I n Ovid Echo loses 
t h e power o f normal speech as a punishment f o r her 
d e c e p t i o n o f Juno, n o t , as Schwartz m a i n t a i n s , because 
of " m i s c o n c e i v i n g t h e n a t u r e o f l o v e " . 
The most i m p o r t a n t d i f f e r e n c e , though, i s t h a t , 
w h i l e Ovid's Na r c i s s u s i s e s s e n t i a l l y i n n o c e n t o f 
s e l f - l o v e , t h i s i s n ot because "he was e n t i r e l y 
d i s s a t i s f i e d w i t h t h e image of h i s own f a c e " . When he 
sees h i m s e l f i n a s t i l l p o o l , n o t a r i v e r , he i s i n i t i a l l y 
unaware t h a t t h e r e f l e c t i o n i s h i s own. I n s t e a d , he 
b e l i e v e s i t t o be a r e a l , b e a u t i f u l person. His s u f f e r i n g 
I S caused by t h e assumption t h a t what he sees b e f o r e 
him I S s e p a r a t e from h i m s e l f and a p p a r e n t l y unreachable. 
However, h i s death r e s u l t s from t h e e v e n t u a l r e a l i z a t i o n 
t h a t i t i s o n l y h i s own r e f l e c t i o n t h a t he l o v e s . He 
i s aware t h a t s e l f - l o v e cannot be s a t i s f i e d . He knows 
th e hopelessness o f h i s p o s i t i o n . I n c o n t r a s t , Schwartz's 
Nar c i s s u s i s moved by "an i n e x h a u s t i b l e hope". There 
i s no s u g g e s t i o n t h a t h i s behaviour w i l l cause him m o r t a l 
h u r t . No i n t i m a t i o n i s g i v e n t h a t he i s s u f f e r i n g from 
any form o f d e l u s i o n . The deluded ones are " a l l t h e 
o t h e r s , i n c l u d i n g t h e nymph. Echo". 
The epigrams o f Pentadius, which are i n c l u d e d i n 
th e A n t h o l o g i a L a t i n a and discus s e d by Vinge, are the 
o n l y e a r l y t r e a t m e n t s o f t h e Narcissus s t o r y t h a t do 
seem t o p r o v i d e a b a s i s f o r Schwartz's i n t e r p r e t a t i o n 
o f t h e myth i n h i s "Prologue". One passage Vmge 
t r a n s l a t e s as f o l l o w s : 
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The boy whose f a t h e r was a r i v e r , worshipped 
s p r i n g s and p r a i s e d waves, he whose f a t h e r 
was a r i v e r . The boy sees h i m s e l f when he looks 
f o r h i s f a t h e r i n the r i v e r , and i n the c l e a r 
l a k e t h e boy sees h i m s e l f . (11) 
Here t h e n o t i o n t h a t N a rcissus has been f a t h e r e d by t h e 
r i v e r i s g i v e n prominence, as i s the idea t h a t the boy 
devotes h i s t i m e t o t h e w o r s h i p o f t h e wa t e r s . Yet t h e r e 
i s no i n t i m a t i o n t h a t N a r c i s s u s ' s i n t e r e s t i n the r i v e r 
i s m o t i v a t e d by a n y t h i n g o t h e r t h a n d e v o t i o n and r e s p e c t . 
The obsession o f Schwartz's Narcissus i s not 
d i s i n t e r e s t e d ; he seeks t h r o u g h h i s d e v o t i o n t he 
s a t i s f a c t i o n o f a p o w e r f u l need. 
I t i s t h e r e f o r e c l e a r t h a t , w h i l e Schwartz does 
draw on c l a s s i c a l accounts, he bo t h i n t r o d u c e s i m p o r t a n t 
new d e t a i l s and r e i n t e r p r e t s o l d ones. His Narcissus 
i s no l o n g e r t h e epitome of t h e s e l f - d e l u d e d man. Indeed, 
he i s no l o n g e r n a r c i s s i s t i c . He i s n o t i n l o v e ; he 
seeks l o v e . He does n ot see h i m s e l f as b e a u t i f u l ; he 
d e s i r e s t o be b e a u t i f u l . He does not d e s p a i r ; he hopes. 
His d i s s a t i s f a c t i o n w i t h h i s own appearance i s placed 
w i t h i n an o p t i m i s t i c c o n t e x t . The emphasis on hope, 
beauty and l o v e draws the s t i n g of what may o t h e r w i s e 
have appeared t o be d e b i l i t a t i n g s e l f - l o a t h i n g . 
Schwartz's r h e t o r i c n e u t r a l i z e s i t . 
I t i s by drawing on a myth concerned w i t h t h e n a t u r e 
o f l o v e , b u t i n a way t h a t s u b v e r t s i t s r e c e i v e d meaning, 
t h a t Schwartz manages t o c o n t r i v e a p o w e r f u l metaphoric 
e x p r e s s i o n o f , and a l s o a p o l o g i a f o r , t h e n a t u r e of h i s 
approach t o a r t . N a r c i s s u s , d i s s a t i s f i e d w i t h h i m s e l f 
"as an image, a face and a b e i n g " , seeks s e l f - w o r t h and 
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a f f i r m a t i o n t h r o u g h t h e r a p t c o n t e m p l a t i o n and examination 
of " the most b e a u t i f u l of a l l t h e beings he had ever 
b e h e l d " . T h i s b e i n g , t h e r i v e r , a d e i t y , i s 
e v e r - c h a n g i n g , e v e r - e n g r o s s i n g . The c o n n e c t i o n w i t h 
t h e concerns of t h e a r t i s t becomes obvious. Moved by 
d e s i r e , t h e poet seeks t h r o u g h an a r t t h a t concerns i t s e l f 
w i t h t h e B e a u t i f u l t o f r e e h i m s e l f and t o g i v e h i m s e l f 
power ( i 2 ) . He reaches f o r t h e B e a u t i f u l by l o o k i n g 
i n t o and t h r o u g h h i s s e l f , j u s t as Narcissus looks through 
h i s r e f l e c t i o n t o t h e r i v e r i n which i t i s r e f l e c t e d . 
L i f e i s seen n o t m t h e m i r r o r of a r t , but t h r o u g h the 
l o o k i n g - g l a s s . 
I n e v i t a b l e f o r such an a r t i s t i s the a c c u s a t i o n 
t h a t he cares f o r n o t h i n g but s e l f - c o n t e m p l a t i o n , t h a t 
h i s a r t i s s u b j e c t i v e and s t e r i l e . A l l the o u t s i d e r 
sees i s t h e a r t i s t r e g a r d i n g h i m s e l f , unaware of those 
around him, o f the l o v e o f f e r e d t o him. Echo's e r r o r 
i n m i m i c k i n g t h e v o i c e and words of Narcissus i s a 
consequence o f o n l y seeing t h i s s u r f a c e . I t i s t h i s 
e s s e n t i a l m i s t a k e t h a t makes an a c c u s a t i o n out of the 
o b s e r v a t i o n t h a t a w r i t e r i s s e l f - c o n s c i o u s . 
However, t h e f i n a l sentence of the "Prologue" ends 
Schwartz's account of t h e myth on an ambiguous note. 
Having p r e s e n t e d a j u s t i f i c a t i o n f o r the seemingly 
n a r c i s s i s t i c a r t i s t , a r i s k i s acknowledged. Narcissus 
devotes h i m s e l f t o t h e r i v e r i n t h e hope t h a t he may 
become, t h r o u g h h i s d e v o t i o n , worthy of being loved by 
"a t r u l y b e a u t i f u l b e i n g " . Yet, because "the r i v e r i t s e l f 
was t h e most b e a u t i f u l of a l l the beings he had ever 
b e h e l d " , h i s t a s k becomes s e l f - p e r p e t u a t i n g . A f t e r 
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communing w i t h t h e B e a u t i f u l , t h e r e i s no lo n g e r a need 
t o r e t u r n t o t h e w o r l d of normal r e l a t i o n s . A r t i s then 
o n l y f o r a r t ' s sake. The a c c u s a t i o n of s t e r i l i t y has 
been r e f u t e d o n l y t o reappear. I t i s a moment r e m i n i s c e n t 
of "The I s o l a t i o n of Modern P o e t r y " when Schwartz 
d e s c r i b e s B a u d e l a i r e as " e i t h e r t h e f i r s t or t h e t y p i c a l 
modern p o e t " . As evidence f o r t h i s c l a i m he quotes from 
"L'Etranger" where t h e "e n i g m a t i c man", having disavowed 
h i s a l l e g i a n c e t o f a m i l y , f r i e n d s and c o u n t r y , d e c l a r e s 
of Beauty, " I l o v e her w i t h my whole w i l l ; she i s a 
goddess and i m m o r t a l " , s a y i n g a l s o t h a t he loves "the 
clouds . . . t h e clouds which pass . . . f a r 
away , . . f a r away . . . the marvelous clouds 1" 
( 1 3 ) . 
I l l 
Schwartz tends t o use t h e m i r r o r image i n d i f f e r e n t 
p i e c e s i n much t h e same way and f o r much the same purpose. 
Consider, f o r i n s t a n c e , these l i n e s from "The Sm of 
Hamlet": 
th e f u r t i v e 
F u g i t i v e , l o o k i n g backward, sees h i s 
Ghost i n t h e m i r r o r , h i s shameful eyes, h i s 
mouth diseased. (14) 
They a r e s i m i l a r t o ones i n "By Circumstances Fed", 
another poem t h a t appeared i n t h e 1938 volume. I n Dreams 
Begin R e s p o n s i b i l i t i e s : 
So, once i n t h e d r u g s t o r e . 
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Amid a l l t h e poppy, s a l v e and o i n t m e n t , 
I suddenly saw, estranged t h e r e . 
Beyond a l l d i s a p p o i n t m e n t . 
My own f a c e i n t h e m i r r o r . (15) 
Much l a t e r i n h i s career Schwartz i s s t i l l r e c r e a t i n g 
t h i s moment, as he does i n a poem f i r s t p u b l i s h e d i n 
1955, " A l l o f t h e F r u i t s Had F a l l e n " : 
— U n t i l , i n t h e dim window g l a s s . 
The f o g or c l o u d of my face 
Showed me my f e a r a t l a s t ! (16) 
Even a s h o r t s t o r y r h a t was f i r s t p u b l i s h e d m 1959, 
"The Track Meet", r e p l a y s t h e ba s i c s i t u a t i o n from those 
two e a r l y poems: 
I t r i e d once more t o stand up, and awoke, and 
found m y s e l f s t a n d i n g up, s t a r i n g , i n a sweat 
of c o n f u s i o n and dread, n o t a t the sky but 
a t t h e l o o k i n g g l a s s above the chest of drawers 
n e x t t o my d i s h e v e l l e d bed. The face I saw 
was l i v i d and s w o l l e n w i t h barbarous anger 
and unbearable shame. (17) 
Each o f these passages concludes t he p i e c e from which 
i t i s t a k e n . The i n s t a n t when the i n d i v i d u a l catches 
s i g h t o f h i m s e l f m t h e m i r r o r i s i n every case c l i m a c t i c . 
I n t h e "O v e r t u r e " t o "The Studies o f Na r c i s s u s " 
Schwartz makes i t c l e a r t h a t t h e r i v e r , which r e v e a l s 
" t r u t h ' s v a r i e t y " ( 1 8 ) , g i v e s a r e f l e c t i o n o f t h e face 
t h a t does n o t d e c e i v e : 
1 knew t h e p a r a b l e of t r y i n g t o see 
The t r u t h b e h i n d t he f a c e , t he mind behind 
The s u r f a c e , t h e r a d i a n c e w i t h i n 
The r a d i a n c e , w i t h i n t h e s h i n i n g r a d i a n c e 
And t h u s I missed matchless magnificence 
So many t i m e s ! Since, a t t i m e s , 
Appearance i s r e a l i t y and not a mask 
- . . (19) 
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I n 1942 Schwartz noted m h i s j o u r n a l t h a t "my face i s 
an open s e c r e t " ( 2 0 ) . A 1946 e n t r y expands t h i s n o t i o n : 
When one l o o k s a t one's face c l o s e l y , as t o 
prepare i t f o r s t r a n g e r s , t h e unending 
unhappiness i s pocked on i t : i t cannot be 
removed, i t cannot be washed away. (21) 
I n Genesis one o f t h e ghosts comments t h a t "Deep-rooted 
t r u t h s emerge upon t h e face / Unknowingly" ( 2 2 ) . The 
f i r s t f o u r passages quoted above depend on u n d e r s t a n d i n g 
t h a t , a t t i m e s , "Appearance i s r e a l i t y " . They o v e r t u r n 
the perhaps more u s u a l b e l i e f t h a t " t h e r e ' s no a r t / To 
f i n d t h e mind's c o n s t r u c t i o n i n t h e f a c e " ( 2 3 ) , or t h a t , 
as Schwartz h i m s e l f expresses i t elsewhere, " a l l men 
are masked" ( 2 4 ) . 
I n accordance w i t h t h e idea t h a t Narcissus was 
" e n t i r e l y d i s s a t i s f i e d w i t h t h e image of h i s own f a c e " , 
the r e a l i t y t h a t t h e i n d i v i d u a l i s c o n f r o n t e d w i t h i n 
h i s r e f l e c t i o n i s unpleasant and p r o v i d e s i n c o n t e s t a b l e 
evidence o f i n n e r t u r m o i l and decay. The "mouth diseased" 
and t h e " l i v i d and s w o l l e n " face are r e f l e c t i o n s of t h a t 
i n n e r s t a t e . R e l a t e d emotions l i n k t h e passages. The 
i n d i v i d u a l s have "shameful eyes" and show i n t h e i r faces 
" f e a r " and "unbearable shame". There i s " c o n f u s i o n and 
dread". An i m p r e s s i o n i s g i v e n t h a t man's e s s e n t i a l 
c o n d i t i o n i s one of g u i l t and a n x i e t y . 
The climaxes are d r a m a t i c because t h e y are the moment 
a t which t h e i n d i v i d u a l becomes aware of t h i s c o n d i t i o n . 
The r e c o g n i t i o n of t h e image i n t h e m i r r o r shocks. A 
s t a t e of ignorance i s r e p l a c e d by knowledge, a p a i n f u l 
knowledge o f t h e s e l f . N a rcissus makes t h i s c l a i m i n 
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"The S t u d i e s o f N a r c i s s u s " : 
Were t h e r e l o v e r s b e f o r e me? How c o u l d 
t h e r e be s i n c e 1 
Discovered t h e s e l f o r — t o i n s i s t a g a i n — 
I n v e n t e d i t , by s t a r i n g i n a g l a s s 
And m i s c o n c e i v i n g t h e image of my face 
. . . (25) 
Here Schwartz uses Ovid's n o t i o n r h a t Narcissus assumes 
someone e l s e ' s f a c e i s i n t h e water m or d e r t o suggest 
t h a t t h e s e l f v/as " i n v e n t e d " o n l y when man was able t o 
see i t as something d i s t i n c t . N a r c i s s u s , i n b e l i e v i n g 
t h a t t h e image t h a t he s t u d i e s i s separate from h i m s e l f , 
steps o u t o f t h e c o n f i n e s o f s u b j e c t i v i t y and looks a t 
h i m s e l f as an o b j e c t . He achieves t he necessary detachment 
t o see h i m s e l f as he r e a l l y i s . The i n d i v i d u a l s i n the 
f o u r passages are a t t h e p o i n t when they a c q u i r e such 
o b j e c t i v i t y . 
That Schwartz i n t e n d e d such an i n t e r p r e t a t i o n o f 
"The S t u d i e s o f N a r c i s s u s " i s even c l e a r e r i n the l i g h t 
o f an e n t r y i n h i s j o u r n a l s t h a t appears t o r e p r e s e n t 
e a r l y i deas f o r t h e poem: 
Na r c i s s u s says: He i s t h e s t a r t i n g p o i n t 
Each b e i n g e x i s t s as such t h e 
F i r s t t i m e when he says: 
I am m y s e l f — I am Narcissus 
T h e r e f o r e I e x i s t 
Or when he recogn i z e s 
H i m s e l f i n t h e l o o k i n g g l a s s ( c a t s don't) 
I am N a r c i s s u s : I am 
conscious 
I am N a r c i s s u s : I am 
consciousness. (26) 
The r e c o g n i t i o n o f one's own face as something separate 
i n t h e m i r r o r i s t h e dawn of consciousness and of 
s e l f - c o n s c i o u s n e s s . 
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The idea t h a t man i s able t o see h i m s e l f as an 
o b j e c t , t h a t he can be "estranged" from h i s "own face 
i n t h e m i r r o r " , suggests t h e r e l e v a n c e of t h e F r e u d i a n 
model of t h e mind. Schwartz had a deep and a b i d i n g 
i n t e r e s t m Freud's work. James A t l a s , Schwartz's 
b i o g r a p h e r , t e s t i f i e s t h a t Schwartz "began t o read Freud 
i n e a r n e s t . . . d u r i n g the 1940's" ( 2 7 ) . The s t o r y 
i s t o l d o f how "once, a f t e r a session w i t h h i s l a s t 
p s y c h i a t r i s t . . . he announced t h a t he had j u s t 
emerged v i c t o r i o u s from an h o u r - l o n g debate on some p o i n t 
of i n t e r p r e t a t i o n about h i s c h i l d h o o d " ( 2 8 ) . I n w r i t i n g 
about t h e work o f Schwartz, Berryman, L o w e l l and J a r r e l l , 
Bruce Bawer l a y s g r e a t emphasis on the i n f l u e n c e of Freud: 
One cannot understand the Middle G e n e r a t i o n 
w i t h o u t r e c o g n i z i n g t h e degree t o which t h e y 
r e l i e d on Freud, i n t h e l a t t e r p a r t of t h e i r 
l i v e s , f o r t h e i r u n d e r s t a n d i n g of t h e i r w o r l d , 
t h e i r t i m e , and themselves. This i n t e r e s t i n 
Freud q u i t e n a t u r a l l y c o i n c i d e s w i t h t h e w r i t i n g 
of t h e i r l a t e r p o e t r y , which i s p r e d o m i n a n t l y 
s u b j e c t i v e . One d e m o n s t r a t i o n of Freud's 
i n f l u e n c e i s t h e prominence, p a r t i c u l a r l y i n 
t h e i r l a t e r p o e t r y , o f t h e dream m o t i f . (29) 
Of course, though, t h e volume of Schwartz's t h a t 
Bawer c i t e s as evidence. I n Dreams Begin R e s p o n s i b i l i t i e s , 
was p u b l i s h e d i n 1938 and c o n t a i n s t h e poet's e a r l y work. 
He a l s o d e s c r i b e s "The Two Audens" as the p l a c e where 
"the n a t u r e of Schwartz's i n t e r e s t i n Freud was most 
c l e a r l y e s t a b l i s h e d " ( 3 0 ) . That essay was p u b l i s h e d i n 
1939. Schwartz may have o n l y s t a r t e d r e a d i n g Freud " i n 
e a r n e s t " i n the 1940s, but h i s i n t e r e s t c e r t a i n l y began 
e a r l i e r , l o n g b e f o r e "the w r i t i n g of [ h i s ] l a t e r p o e t r y " . 
Whatever p e r i o d he was w r i t i n g i n , whether l a t e or e a r l y , 
shows t h e i m p r i n t of Freud's i d e a s , o f t e n q u i t e o b v i o u s l y . 
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I n Dreams Begin R e s p o n s i b i l i t i e s c o n t a i n s s e v e r a l 
examples: " C o r i o l a n u s and His Mother" f e a t u r e s Freud 
as a commentator on t h e a c t i o n ; "Prothalamion" asks t h a t 
"Freud and Marx be wedding guests indeed" ( 3 1 ) ; "Dogs 
Are Shakespearean, C h i l d r e n Are S t r a n g e r s " c o n t a i n s t he 
r e q u e s t , " T e l l us, Freud, can i t be t h a t l o v e l y c h i l d r e n 
/ Have merely u g l y dreams of n a t u r a l f u n c t i o n s ? " ( 3 2 ) ; 
and one poem i s t i t l e d "A Dog Named Ego, the Snowflakes 
as K i s s e s " . 
An i n t e r p r e t a t i o n o f Schwartz's use of Narcissus 
and t h e m i r r o r m t h e l i g h t o f Freud's i n f l u e n c e does 
c l a r i f y t h e meaning of t h e imagery. The disease, shame, 
f e a r and "barbarous anger" e v i d e n t on the i n d i v i d u a l s ' 
faces i n t h e f o u r quoted passages can be understood i n 
terms o f t h e ego, which i s d e s c r i b e d by Freud as "the 
a c t u a l s e a t o f a n x i e t y " ( 3 3 ) , r e a c t i n g t o the c o n t e n t s 
of t h e i d as t h e y m o m e n t a r i l y escape t h e f o r c e s o f 
r e p r e s s i o n and w e l l up i n t o consciousness. The i n d i v i d u a l 
i s so shocked by t h i s escape p r e c i s e l y because these 
c o n t e n t s , h a v i n g been c o n s i d e r e d unacceptable, are 
n o r m a l l y r e p r e s s e d . As t h e y come i n t o consciousness, 
t h e o b s e r v i n g ego i s f o r c e d t o recognized them as f e l l o w 
elements o f t h e s e l f : t h e r e s u l t i s s e l f - c o n s c i o u s n e s s . 
"The S i n o f Hamlet" i s d r i v e n by, i f not u n i q u e l y 
F r e u d i a n imagery, c e r t a i n l y F r e u d i a n obsessions. Although 
i t i s never made e x p l i c i t , t h e s i n w i t h which t he poem 
appears t o be concerned i s Hamlet's f a i l u r e t o answer 
t h e demands o f h i s f a t h e r ' s ghost w i t h d e c i s i v e a c t i o n 
( 3 4 ) . The f i r s t o f t h e two stanzas e s t a b l i s h e s Hamlet's 
i n d e c i s i o n i n terms of t h e p u l l o f c h i l d h o o d ana the 
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p a s t a g a i n s t t h e need f o r s e l f - a s s e r t i o n and a c t i o n . 
The p a s t i s a s s o c i a t e d w i t h s l e e p , f o g , vagueness, dimness 
and f o r g e t f u l n e s s : the memories and emotions of c h i l d h o o d 
s t r u g g l e t h r o u g h o b s c u r i t y and r e p r e s s i o n t o be heard 
by t h e a d u l t . The c a l l o f t h e p a s t i s o n l y a m u f f l e d , 
though i n s i s t e n t , "booming". Even the e l l i p t i c a l n a t u r e 
of t h e verse emphasises t h e l a c k of c l a r i t y . The i n f l u e n c e 
of c h i l d h o o d m i l i t a t e s a g a i n s t t h e d e c i s i v e n e s s of "The 
v o i c e answered, t h e choice announced". To choose i s 
t o make an a c t o f w i l l . I t i s t h e work o f the ego, not 
th e i d . The "door opened", t h e " s t a i r descended" and 
th e " T r i g g e r touched" are t y p i c a l Freudian dream-symbols 
f o r m e n t a l and s e x u a l a s s e r t i o n . The f o g i s d i s p e r s e d 
by t h e "sharp d e c l a r a t i o n " . 
I n t h e second stanza t h e p s y c h o a n a l y t i c i n t e r e s t 
becomes even more pronounced. The i n d i v i d u a l takes t h e 
door of s e l f - a s s e r t i o n , b u t "escape i s s m a l l " . He i s 
"the f u r t i v e / F u g i t i v e " . On g l a n c i n g back, he sees h i s 
own r e f l e c t i o n i n the m i r r o r . I n naming t h a t r e f l e c t i o n 
Hamlet's "Ghost", Schwartz n o t o n l y r e c a l l s t he l a c k 
of c l a r i t y e a r l i e r a s s o c i a t e d w i t h the p a s t , b u t a l s o , 
and more i m p o r t a n t l y , makes t h e ghost of Shakespeare's 
p l a y n o t h i n g more than a r e f l e c t i o n o f Hamlet's own s e l f . 
The ghost t h a t r e q u i r e s revenge from Hamlet i s an 
e x p r e s s i o n o f t h e p r i n c e ' s own d e s i r e s . Hamlet's escape 
can o n l y be " s m a l l " because he c a r r i e s t h e demands of 
h i s p a s t w i t h i n him. The " F u g i t i v e " from c h i l d h o o d i s 
t r y i n g t o escape from h i m s e l f . He w i l l always be haunted 
by h i s p a s t ; an i n d i s t i n c t , i n t a n g i b l e p a s t t h a t can 
be no more grasped than can a phantom. The same g r i m 
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c l a i m i s made m Genesis 
L i k e Oedipus, 
No one can go away from g e n e s i s . 
From p a r e n t s , e a r l y c r i m e , and c h a r a c t e r . 
G u i l t y or i n n o c e n t ! Though he c u t o u t 
His e y e b a l l s , though he k i l l h i m s e l f , no man 
Escapes t h e Past . . . (35) 
"By Circumstances Fed" d eals w i t h the e f f e c t s of 
an omnivorous, u n r e f l e c t i n g s e l f . The s e l f "towers" 
c o n s t a n t l y , " C r i t i c a l " , " D i s s a t i s f i e d " , "Converting every 
f e a t u r e / I n t o i t s own and unknown n a t u r e " . I t has no 
i n d i v i d u a l i t y , no humanity: i t i s j u s t "The gaze which 
I S a tower" ( 3 6 ) . I t f i n d s n e i t h e r happiness nor r e s t . 
The poem i s one l o n g sentence rushed on by a s e r i e s of 
p a i r i n g s : "blooms" and "blossoming"; "done or undone"; 
and "own and unknown". The o n l y change and pause comes 
w i t h t h e semi-colon on t h e e l e v e n t h l i n e . T h e r e a f t e r , 
i n c o n t r a s t t o the o b j e c t t h a t i s the "tower", a s u b j e c t 
I S now r e p r e s e n t e d i n t h e " I " and "My" of the f i n a l f i v e 
l i n e s . That s u b j e c t seeks t h e r e l i e f o f a balm or of 
an o p i a t e , "Amid a l l t h e poppy, salve and o i n t m e n t " , 
but f i n d s o n l y t h e c o n f i r m a t i o n o f i t s own 
s e l f - e s t r a n g e m e n t . That a l i e n a t i o n i s f o r m a l i z e d by 
t h e d i s t i n c t i o n between s u b j e c t and o b j e c t across the 
d i v i d e of t h e semi-colon. 
" A l l o f t h e F r u i t s Had F a l l e n " deals w i t h a d e s i r e 
f o r an escape i n t o i m p e r s o n a l i t y , eschewing human problems 
i n f a v o u r of " A l l t h e b r u t a l i t y and i n n e r sense / A dog 
and a b i r d possess". I n c a p a c i t a t e d by the l o s s of 
innocence, by "remorse", "used hopes" and t h e inadequacy 
of "Small knowledge" amid t h e " g l i t t e r i n g senseless d r i f t " 
of l i f e , t h e speaker wishes t o become pure a p p e t i t e and 
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i n s t i n c t , "A b e i n g a l l p r e s e n t as to u c h , / Free o f t h e 
f u t u r e and p a s t " . Consciousness becomes t o o p r o b l e m a t i c . 
E x i s t e n c e w i t h i n t i m e , determined by the past and 
o b l i g a t e d t o t h e f u t u r e , i s t o o burdensome t o be borne. 
The problem i s t h e r e v e r s e o f t h e concern w i t h t h e danger 
of unconsciousness m "By Circumstances Fed". I n t h a t 
poem t h e i m p l i c i t c r i t i c i s m i s of the u n r e f l e c t i n g s e l f 
as a t h i n g . I n " A l l o f the F r u i t s Had F a l l e n " t h e r e 
i s a d e s i r e f o r a t h i n g ' s unconsciousness, f o r "the 
innocence / Of my s t a r s and my stones and my t r e e s " . 
The d i f f e r e n c e s between "By Circumstances Fed" and 
" A l l o f t h e F r u i t s Had F a l l e n " may perhaps be e x p l a i n a b l e 
i n terms o f changes between Schwartz's e a r l y and l a t e 
work, but what i s most n o t i c e a b l e i s t h a t , though 
separa t e d by many y e a r s , b o t h poems come t o e s s e n t i a l l y 
t h e same c o n c l u s i o n . Whether f l e e i n g consciousness or 
t r o u b l e d by i t s absence, t h e mind i s s t i l l i n the end 
c o n f r o n t e d w i t h i t s e l f . I n t h e former t h e i n d i v i d u a l 
I S made t o r e c o g n i z e h i s own s e l f - e s t r a n g e m e n t , i n t h e 
l a t t e r t h e f e a r t h a t makes him w i s h t o escape. Both admit 
a d e s i r e f o r c h e m i c a l l y induced o b l i v i o n . I n one t h e r e 
i s t h e d r u g s t o r e , i n t h e o t h e r "The j a c k a l s of remorse 
i n a cage / Drugged beyond m i r t h and rage". Both s t i l l 
end w i t h t h e s e l f l o o k i n g a t i t s e l f i n a m i r r o r . 
"The Track i-leet" i s concerned w i t h t h e f e a r aroused 
by t h e r e c o g n i t i o n o f one's e s s e n t i a l , i n escapable n a t u r e . 
The s t o r y d e a l s w i t h t h e events a t an i n c r e a s i n g l y 
b i z a r r e , and e v e n t u a l l y s u r r e a l , a t h l e t i c s meeting. 
E a r l y on, Frank, t h e p r o t a g o n i s t , observes t h a t " i t a l l 
seemed q u i t e s t r a n g e t o me; i t was as i f I were 
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dreaming" ( 3 7 ) . Yet l a t e r he shakes hands w i t h someone 
and notes h i s " s l i g h t l y m o i s t " hand, which "was r e a l , 
n o t imagined" ( 3 8 ) . He decides t h a t " i f I was not 
dreaming, c e r t a i n l y I was i n a s t a t e of h a l l u c i n a t i o n , 
f o r t h i s was n o t t h e r e a l w o r l d " ( 3 9 ) . I n t h i s supposed 
h a l l u c i n a t i o n Frank sees h i s mother, who looks a t him 
" c o l d l y and w i t h o u t r e c o g n i t i o n " ( 4 0 ) , as w e l l as h i s 
f i v e b r o t h e r s , who a l s o i g n o r e him. The b r o t h e r s 
e v e n t u a l l y b e g i n t o f i g h t amongst themselves and are 
shot dead by f i v e drum m a j o r e t t e s . 
Amidst t h e anarchy a t t h e meet, Frank i s questioned 
by an Englishman, R e g i n a l d Law. Two c r u c i a l exchanges 
take p l a c e between them. The f i r s t comes when Frank 
r e t o r t s t o an o b s e r v a t i o n about h i s seeming good h e a l t h 
by s a y i n g t h a t "appearing i s n o t r e a l i t y " : 
"How do you know what i s happening t o my head, 
or beneath my s h i r t , i n my pounding h e a r t ? " 
(41) 
The second occurs when Frank sees a female s p e c t a t o r 
who, h a v i n g f a i l e d t o seduce one of t h e runners i n t o 
abandoning a r a c e , succeeds by h i t t i n g him w i t h a b o t t l e . 
Frank complains t h a t " t h e r e i s no c o n t e s t i f you do not 
p l a y f a i r l y " , " t h e winner does n o t f e e l p r i d e b u t g u i l t " . 
To t h i s Law r e p l i e s , "you are i n t e r e s t e d i n p l a t i t u d e s 
but I am i n t e r e s t e d i n r e a l i t y " ( 4 2 ) . Frank's 
i n s i s t e n c e t h a t events must be o r d e r e d , l o g i c a l and f a i r 
i s d i s m i s s e d as a c o n v e n t i o n a l evasion of r e a l i t y . 
The c o n c l u s i o n o f t h e s t o r y makes the i m p l i c a t i o n s 
of these exchanges e x p l i c i t . Frank t r i e s t o f l e e the 
h o r r i f i c events t a k i n g p l a c e around him. He i n s i s t s again 
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t h a t he has been merely dreaming, t h a t c o m f o r t can be 
found i n "the l i t t l e t h i n g s and s m a l l a c t i o n s of e a r l y 
morning", a time connected i n Schwartz's work w i t h 
r e b i r t h , renewal and t h e phoenix. Law rebukes him f o r 
t h i s : 
"What d i f f e r e n c e does i t make i f i t i s a dream 
or i t i s n o t a dream? . . . I t i s worse 
f o r y o u — i t i s f a r worse f o r you i f i t i s a 
dream. I should t h i n k t h a t by t h i s time you 
would know t h a t . " (43) 
Law t h e n e x p l a i n s t h e s i g n i f i c a n c e of t h e chaos witnessed 
by Frank: 
"You don't escape from nightmare by waking 
up, you know. And i f what o c c u r r e d on t h e 
f i e l d were merely i m a g i n a r y and u n r e a l and 
merely your own p r i v a t e h a l l u c i n a t i o n , then 
t h e e v i l t h a t has t e r r i f i e d you i s r o o t e d i n 
your own mind and h e a r t . L i k e the r e s t of 
us," Law s a i d s c o r n f u l l y , "you not o n l y know 
more tha n you t h i n k you know but more than 
you are w i l l i n g t o admit. Look a t y o u r s e l f ! 
J u s t look a t y o u r s e l f ! " (44) 
T h i s e x p l a n a t i o n , which i s f o l l o w e d immediately 
by t h e paragraph quoted e a r l i e r where Frank wakes and 
sees h i m s e l f i n t h e m i r r o r , i s i n t e n d e d , so Schwartz 
notes i n h i s j o u r n a l s , t o " a t f i r s t s u r p r i s e & p e r p l e x 
t h e reader i n t h e same way as I t h e w r i t e r i n w r i t i n g 
I t was p e r p l e x e d & a s t o n i s h e d " ( 4 5 ) . The s u r r e a l i s m 
o f t h e s t o r y i s suddenly shown t o be m i s l e a d i n g . The 
handshake may have been " s l i g h t l y m o i s t " , but i t was 
u n r e a l , imagined. Frank's a s s e r t i o n t h a t Law cannot know 
"what i s happening t o my head" i s r e f u t e d . Law e x i s t s 
w i t h i n Frank's head. A l l t h a t happens i s a w o r k i n g out 
o f Frank's a n x i e t i e s . 
The shock of t h e ending comes from t h e r e v e r s a l 
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of t h e c o n v e n t i o n a l d i s m i s s a l o f nightmare and from t he 
a s s e r t i o n o f t h e importance of t h e "merely imaginary 
and u n r e a l " . E x t e r n a l r e a l i t y can be avoided. I n r e a l i t y 
Frank c o u l d have f l e d t h e meet. Yet t h e e v i l has been 
c r e a t e d by Frank's own mind. Escape from the s e l f i s 
i m p o s s i b l e . Even waking from t h e nightmare b r i n g s o n l y 
t h e s i g h t o f t h e " l i v i d and s w o l l e n " f a c e , a reminder 
of t h e u g l y t r u t h . The t r u t h c o n t a i n e d w i t h i n the 
i n d i v i d u a l i s t h e r e , and, whether t h e r e i s a w i l l i n g n e s s 
t o admit i t or n o t , i t can f o r c e i t s e l f i n t o 
consciousness. 
The nightmare works v e r y c l e a r l y i n terms of Freud's 
t h e o r i e s about dreams. The c o n f u s i o n and apparent 
u n i n t e l l i g i b i l i t y o f t h e m a n i f e s t dream-content are a 
measure of t h e s e v e r i t y w i t h which t he l a t e n t c o n t e n t 
i s o r d i n a r i l y r e p r e s s e d : 
t h e r e i s a c a u s a l c o n n e c t i o n between 
th e o b s c u r i t y o f t h e dream-content and the 
s t a t e o f r e p r e s s i o n ( i n a d m i s s i b i l i t y t o 
consciousness) of c e r t a i n o f t h e dream-thoughts, 
th e dream had t o be obscure so as 
no t t o b e t r a y t h e p r o s c r i b e d dream-thoughts. 
(46) 
The events w i t h i n t h e dream "are d i s g u i s e d f u l f i l m e n t s 
o f r e p r e s s e d wishes" ( 4 7 ) . When h i s b r o t h e r s are murdered, 
when t h e y and h i s mother i g n o r e him, Frank i s merely 
c r e a t i n g an o b l i q u e e x p r e s s i o n o f h i s own d e s i r e s . As 
such, t h e r e i s a p s y c h o l o g i c a l exactness t o the "barbarous 
anger and unbearable shame" exp e r i e n c e d by him when he 
i s c o n f r o n t e d w i t h t h e t r u e n a t u r e o f h i s unconscious 
impulses and f o r c e d t o admit them as an inescapable p a r t 
of h i m s e l f . 
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I n t h e f o u r p i e c e s j u s t d i s c u s s e d t h e m i r r o r image 
o p e r a t e s , as has been s a i d , i n much t h e same way. Two 
of Schwartz's o t h e r works, "Father and Son" and 
" C o r i o l a n u s and His Mother", show a s i g n i f i c a n t v a r i a t i o n 
i n i t s use. I n them t h e m i r r o r image i s put t o a more 
o v e r t l y d i d a c t i c end as Schwartz attempts t o c o n s t r u c t 
a r e s o l u t i o n t o t h e problem o f f r e e w i l l ' s c o m p a t i b i l i t y 
w i t h d e t e r m i n i s m . 
To an e x t e n t "Father and Son" i s a s i m p l i f i c a t i o n 
of Schwartz's method i n "The Track Meet". Reginald Law's 
demand, " l o o k a t y o u r s e l f " , and the d i a l o g u e between 
Law and Frank which a l l o w s f o r an e x p l a n a t i o n of the 
s t o r y ' s meaning are echoed i n t h e d i a l o g u e form of "Father 
and Son" and i n t h e f a t h e r ' s demand, "Be g u i l t y of 
y o u r s e l f i n t h e f u l l l o o k i n g - g l a s s " ( 4 8 ) . I n "The Track 
Meet" b o t h d i a l o g u e and message are grounded i n the events 
of t h e s t o r y . "Father and Son" does w i t h o u t such 
g r o u n d i n g . 
The poem uses a q u o t a t i o n from Kafka as an epigraph: 
From a c e r t a i n p o i n t onward t h e r e i s no longer 
any t u r n i n g back. That i s t h e p o i n t t h a t must 
be reached. (49) 
"Be g u i l t y o f y o u r s e l f i n t h e f u l l l o o k i n g - g l a s s " i s 
th e f i n a l l i n e , p l a c i n g t h e m i r r o r image i n i t s usual 
c l i m a c t i c p o s i t i o n . Schwartz never s t a t e s p r e c i s e l y 
what he sees as "the p o i n t t h a t must be reached", but 
these c o n c l u d i n g words emerge as i t s m e t a p h o r i c a l 
r e p r e s e n t i o n . A s t a t e of g u i l t y self-awareness i s the 
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p o i n t a f t e r which " t h e r e i s no l o n g e r any t u r n i n g back". 
Schwartz's use of t h e d i a l o g u e form g i v e s "Father 
and Son" a t l e a s t t h e appearance of b e i n g a reasoned 
debate. I t a l l o w s p h i l o s o p h i c a l ideas t o be presented 
i n a more d i r e c t manner than would be a c c e p t a b l e m l y r i c 
p o e t r y . A c t u a l l y , t h e argument i s one-sided. F o u r - f i f t h s 
of the l i n e s are g i v e n t o t h e f a t h e r . His speeches 
average about t e n l i n e s i n l e n g t h . Of t h e e i g h t times 
t h a t t h e son speaks, f o u r are o n l y one l i n e exclamations 
or q u e s t i o n s , w h i l e two o t h e r s are o n l y two l i n e s l o n g . 
The son's p r i m a r y r o l e i s t o a c t as a f o i l t o t h e f a t h e r ' s 
e x p o s i t i o n o f h i s p o i n t of view. The son, by r e a c t i n g 
and by q u e s t i o n i n g , enables t h a t p o i n t of view t o be 
drawn o u t i n i t s e n t i r e t y . 
The o p p o s i t i o n of f a t h e r and son a l s o p r o v i d e s 
Schwartz w i t h t h e r e q u i r e d c o n t r a s t between m a t u r i t y , 
when t h e i n e l u c t a b i l i t y of t i m e i s c o n f r o n t e d , and y o u t h , 
when m o r t a l i t y i s e a s i l y i g n o r e d . He echoes t h e f a r e w e l l 
g i v e n t o L a e r t e s by P o l o n i u s , " t o t h i n e own s e l f be t r u e " 
( 5 0 ) , w i t h t h e a l l u s i o n made c l e a r by the son's e a r l y 
c o m p l a i n t t h a t h i s f a t h e r seems s e t t o behave l i k e 
P o l o n i u s , e x p r e s s i n g "the sentiment / Which g r a t i f i e s 
t h e f a c i l e mouth, but s p r i n g s / From no f e l t , had, and 
w h o l l y known t h i n g s " ( 5 1 ) . T h i s p l a c e s t h e poem w i t h i n 
a r e c o g n i z a b l e l i t e r a r y c o n t e x t . I t suggests t h a t any 
p a t e r n a l counsel i s l i a b l e t o be r e c e i v e d w i t h Laertes's 
i n d i f f e r e n c e . However, Schwartz upsets t h e e x p e c t a t i o n 
t h a t t h e a d v i c e w i l l be p l a t i t u d i n o u s and the son 
unconcerned. What t h e f a t h e r has t o say so f r i g h t e n s 
h i s c h i l d t h a t he achieves a new m a t u r i t y . He i s "taught 
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t o be s e r i o u s " ( 5 2 ) . 
The f a t h e r warns the son t o be aware of time and 
death. He c l a i m s t h a t t h e son a l r e a d y f e a r s "time and 
i t s slow d r i p " ( 5 3 ) , b u t o n l y s u b c o n s c i o u s l y , not w i t h 
h i s r a t i o n a l mind. He i s d i m l y aware of i t , as h i s f a t h e r 
p o i n t s o u t , "When you wake up from s l e e p , s t i l l drunk 
w i t h s l e e p " , on t h e b o r d e r l i n e between consciousness 
and unconsciousness when dreams are s t i l l remembered. 
Yet such dream-knowledge i s not f u l l y a r t i c u l a t e d . I t 
i s n o t f i r m l y grasped. I t o n l y arouses i n t a n g i b l e 
f e e l i n g s , a "nameless" g u i l t ( 5 4 ) . The conscious mind 
can c o n t i n u e w i t h i t s own mistaken assumptions. I t s t i l l 
t h i n k s t h a t "Time i s a dancing f i r e a t twenty-one" ( 5 5 ) . 
Yet t h e f e a r aroused by t h e promptings of the unconscious 
i s s u f f i c i e n t l y i n s i s t e n t t o provoke t h e ego i n t o a f l i g h t 
f rom i n n e r demands i n t o an excessive involvement w i t h 
the e x t e r n a l w o r l d : 
I n t e g r a t e d m t h e r e v e r y o f a f i n e c i g a r . 
F l e e i n g t o c h i l d h o o d a t t h e symphony c o n c e r t . 
Buying s l e e p a t t h e d r u g s t o r e , grandeur 
At t h e band c o n c e r t , Hawaii 
On t h e screen, and everywhere a specious splendor 
. . . (56) 
These are " t h e evasions which so many don" ( 5 7 ) . They 
o f f e r f a l s e c o m f o r t and a postponement of the t r u e 
r e c k o n i n g , a l l "Because one i s a f r a i d t o be a l o n e , / Each 
w i t h h i s own death i n t h e l o n e l y room" ( 5 8 ) . 
The a d v i c e t h a t t h e f a t h e r g i v e s t o h i s son i s a 
c l e a r e x p o s i t i o n of one of t h e purposes behind Schwartz's 
s e l f - o b s e s s e d w r i t i n g s : 
Grasp f i r m l y your f e a r , t hus g r a s p i n g your s e l f . 
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Your a c t u a l w i l l . Stand i n mastery. 
Keeping t i m e i n you, i t s t e r r i f y i n g mystery, 
Face y o u r s e l f , c o n s t a n t l y go back 
To what you were, your own h i s t o r y . 
You are always i n debt. (59) 
The f e a r o f death can o n l y be conquered by acknowledging 
t h a t f e a r and by u n d e r s t a n d i n g how i t has o p e r a t e d through 
t h e course o f one's l i f e . The son i s t h e sum o f h i s p a s t . 
I n o r d e r t o understand h i m s e l f he must t h e r e f o r e 
understand, or a t l e a s t remember, t h i s p a s t . 
As has a l r e a d y been not e d , R i c h a r d McDougall 
complains t h a t t h e f a t h e r ' s a d v i c e " i s supposed t o l e a d 
t o a c t i o n , but more l i k e l y t han not i t becomes a 
s u b s t i t u t e f o r a c t i o n " . On those grounds he c l a i m s t h a t 
" t h e r e i s a paradox i n t h i s a d v i c e which t h e poem does 
n o t e x p l o i t " ( 6 0 ) . However, t h e r e i s no such d i f f i c u l t y 
i n "Father and Son". Schwartz shows elsewhere i n h i s 
w r i t i n g s t h a t he i s f u l l y aware of t h e dangers i n v o l v e d 
i n t o o c a r e f u l a s c r u t i n y of one's s e l f . The c o n c l u s i o n 
of h i s v e r s i o n o f t h e Narcissus myth makes t h a t c l e a r . 
"Father and Son" deals w i t h i s s u e s o t h e r t h a n , i n f a c t 
p r i o r t o , t h e problems of an i n a b i l i t y t o a c t . I t i s 
absurd t o say t h a t "more l i k e l y t han not [ i n t r o s p e c t i o n ] 
becomes a s u b s t i t u t e f o r a c t i o n " as i f the son had some 
p r e d i c t a b l e f u t u r e l i f e o u t s i d e the work i t s e l f . 
F u rthermore, the poem's c o n t e n t i o n i s t h a t most a c t i o n 
undertaken a c t u a l l y has a n e g a t i v e v a l u e . I t i s i n d u l g e d 
i n as a form of a n a e s t h e t i c , a way of " h i d i n g your head 
i n a warm and dark h o l e " ( 6 1 ) . I t l a c k s d i r e c t i o n . 
I t l a c k s i n d i v i d u a l i t y . Before the son can a c t 
p u r p o s e f u l l y , i n a way t h a t ought t o a t t r a c t McDougall's 
a p p r o b a t i o n , he must understand h i m s e l f , and t o do t h a t 
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he must be self-conscious. He must also r i d himself 
of a f a l s e e s t i m a t i o n of e x t e r n a l r e a l i t y : 
See the wart on your face and on your f r i e n d ' s face. 
On your f r i e n d ' s face and indeed on your own face. 
The l o v e l i e s t woman sweats, the animal stains 
The i d e a l which i s w i t h us l i k e the sky 
(62) 
Schwartz's championing of the supreme importance 
of self-consciousness i s d i r e c t l y connected w i t h his 
attempt t o resolve the problem of free w i l l . The 
i n e s c a p a b i l i t y of the past i s recognized: 
Always the same. 
Always the same s e l f from the ashes of sleep 
Returns v/ith i t s memories, always, always. 
The phoenix w i t h e i g h t hundred thousand memories! 
(63) 
As the above e x t r a c t i n d i c a t e s , w i t h i t s r e p e t i t i o n of 
"always" and i t s emphasis on rhe number of memories, 
t h a t acknowledgement i s an agonized, almost t r a g i c one. 
(Elsewhere i n the poem Schwartz r e f e r s to Hamlet: "only 
dying / Did he take up h i s manhood" (64).) The son's 
predicament i s not e a s i l y solved. Yet i t i s not hopeless. 
"There i s a stay" (65). While the contents of the 
unconscious are determined by the i n d i v i d u a l ' s past, 
and while they i n t u r n determine his actions, e i t h e r 
by d i r e c t l y d r i v i n g him or by f o r c i n g him i n t o f l i g h t , 
he does have the a b i l i t y t o c o n t r o l them. This c o n t r o l 
I S exercised by an act of w i l l . 
The " 1 " I S , according t o Schwarrz, i d e n t i c a l neither 
w i t h the w i l l , nor unconscious impulses, nor even the 
s e l f . Facing your s e l f and admitting i t s m o r t a l i t y i s 
the means by which the " 1 " gains c o n t r o l over the s e l f 
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and the "actual w i l l " . Then when the i n d i v i d u a l acts, 
he does not do so purposelessly, nor b l i n d l y . He acts 
as an i n d i v i d u a l : "Your own s e l f acts then, then you 
know" (66). He also a t t a i n s a transcendent, numinous 
understanding: 
When the news i s c e r t a i n , surpassing fear . 
You touch the wound, the p r i c e l e s s , the most dear, 
There i n death's shadow, you comprehend 
The i r r e d u c i b l e wish, world without end. 
(67) 
G u i l t of oneself " i n the f u l l looking-glass" i s not 
pa r a l y s i n g , "a s u b s t i t u t e f o r a c t i o n " . I t gives knowledge 
and freedom. 
Such a r e s o l u t i o n of the problem presented by the 
c o n f l i c t between f r e e w i l l and determinism i s developed 
more f u l l y i n "Coriolanus and His Mother". "The moment 
of v i s i o n and decision" which precedes Coriolanus g i v i n g 
himself up t o A u f i d i u s , so r e j e c t i n g the claims of mother 
and motherland, takes place during the prose entr'acte, 
"Choose" (68). I t comes when Coriolanus catches s i g h t 
of h i s r e f l e c t i o n i n a lake. The m i r r o r image occupies 
i t s usual p i v o t a l p o s i t i o n , marking the moment of 
s e l f - d i s c o v e r y . Schwartz even goes so f a r as to describe 
Coriolanus as Narcissus. 
Before happening upon the lake, Coriolanus i s shown 
experiencing the f i r s t waverings i n h i s previously 
unshakable sense of i n d i v i d u a l i t y and s e l f - s u f f i c i e n c y . 
I n i t i a l l y , "he was g r a t i f i e d m h i s unceasing walk because 
he was alone w i t h h i s towering shadow, which compared 
i t s e l f w i t h nothing" (69). There i s a clear echo of 
the omnivorous s e l f , "The gaze which i s a tower", m 
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"By Circumstances Fed". Coriolanus e x i s t s i n complete 
ignorance of h i s i n t e r n a l nature. His i n d i v i d u a l i t y 
i s not t h a t of a subject among obj e c t s , but of a t h i n g , 
a "sword" (70), supreme among other objects. He l i v e s 
i n "the l u c i d day of many objects and the vague night 
when nothing e x i s t s " (71). Dreams, which are products 
of the n i g h t and provide evidence of a subjective 
existence, are denied by him. Coriolanus has "no purpose, 
no d e s i r e , except the v i n d i c t i v e a p p e t i t e " . He i s u t t e r l y 
depersonalized. I n Genesis Coriolanus i s described as 
"One of the ego's proper names" (72). 
Yet, j u s t as i n "Father and Son" the son i s haunted 
by dreams the urgings of which he t r i e s t o ignore, so 
too does Coriolanus f i n d t h a t the dreams he attempts 
t o disown s t i l l shake h i s f a i t h i n himself. He dreams 
of surrender. Freud's n o t i o n of the dream as 
w i s h - f u l f i l m e n t plays a p a r t here, j u s t as i t does i n 
"The Track Meet". The fear aroused by such apparent 
weakness provokes f l i g h t , Coriolanus " t r a v e l i n g a greater 
number of miles each day i n order t o deny the dream and 
convince himself t h a t what occurred i n the prone p a s s i v i t y 
of sleep had nothing t o do w i t h himself awake". Escape 
i s , however, impossible. The dream recurs. Insomnia 
ensues. He despairs. I t i s i n t h i s s tate t h a t Coriolanus 
sees himself i n the lake. His unconscious nature has 
forced i t s e l f upon h i s awareness. He has been brought 
t o the p o i n t where h i s unconscious mind has asserted 
i t s e l f as an undeniable p a r t of his psyche. 
Self-knowledge i s now a t t a i n a b l e . The m i r r o r image i s 
invoked. 
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His r e f l e c t i o n provides Coriolanus w i t h the necesary 
understanding of the influence of h i s personal past: 
S t a r i n g upon t h a t face which i s h i s own, he 
sees h i s own l i f e , and the l i v e s r e j e c t e d and 
the choices chosen, and the immediacy of anger 
and pleasure, and the abstracted stare of 
memory, and the strangeness, t o himself, of 
his own face, the most p e c u l i a r of flowers. 
(73) 
For once Schwartz goes f u r t h e r i n h i s use of the image. 
The moment a t which the r e f l e c t i o n i s seen does not end 
"Choose". He a c t u a l l y explains what Coriolanus 
understands on seeing h i s own face. There are elements 
shared w i t h other works t h a t have already been discussed. 
There i s the "strangeness" of the face and "the immediacy 
of anger and pleasure". What i s new i s the mention of 
"the l i v e s r e j e c t e d and the choices chosen". Moreover, 
there i s even f u r t h e r development. Schwartz introduces 
an Oedipal t w i s t . Coriolanus sees h i s r e f l e c t i o n dissolve 
i n t o an image of h i s mother. She addresses him, i n s i s t i n g 
t h a t a l l t h a t Coriolanus now i s comes from her. She 
claims t h a t her influence i s inescapable, t h a t "your 
e f f o r t t o depart from me i s your pain, your e v i l " . 
Schwartz does not bind himself t o a purely Freudian 
standpoint. The mother from whom Coriolanus i s t r y i n g 
t o escape, and yet towards whom he i s drawn, i s not merely 
Volumnia, but also the society t h a t nurtured him. The 
r e f l e c t i o n describes i t s e l f as "Volumnia or Rome". 
Schwartz brings t o bear the two great i n t e r p r e t i v e systems 
of the e a r l y t w e n t i e t h century, Freudianism and Marxism, 
both being e s s e n t i a l l y d e t e r m i n i s t i c . By l i n k i n g them 
w i t h i n the one image, the m o t h e r - r e f l e c t i o n i n the water. 
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he gives them, a t l e a s t i n t h i s p a r t i c u l a r instance, 
equal importance. I t also enables him t o use a single 
argument against them i n order t o assert the p o s s i b i l i t y 
of human freedom. The problems t h a t Freud and Marx pose 
f o r the freedom of the w i l l are b a s i c a l l y the same. 
The use of the image of Volumnia makes t h i s c l e a r . 
The a s s e r t i o n of human freedom i s based on the f a c t 
t h a t i n d i v i d u a l s possess the a b i l i t y t o make de l i b e r a t e 
choices: 
You are f r e e , self-choosing, a ki n g . Your words 
are yours, although they are mine. Although 
you have taken y o u r s e l f from me, nevertheless 
your speech i s your choice, your l i f e i s your 
making, your being i s your own. 
This pronouncement i s not a proof. I t does not make i t s 
p o i n t l o g i c a l l y , nor i s i t , a t t h i s p a r t i c u l a r moment, 
exemplified by experience. Yet i t i s not intended to 
be a proof, and i t i s not presented as a l o g i c a l l y 
v e r i f i a b l e statement. I t i s established as a paradox: 
"your words are yours, although they are mine". The 
i n d i v i d u a l i s both determined by ex t e r n a l f a c t o r s and 
able t o operate as a separate u n i t . (Genesis r e l i e s on 
the same paradox when i t claims t h a t "necessity i s there: 
/ Yet by an accident i t a l l begins 1 " and t h a t "Freedom 
remains amid necessity" (74).) Man transcends the 
l i m i t a t i o n s placed upon him by society and parentage; 
or, a t l e a s t , he has the p o t e n t i a l t o transcend them. 
The i n d i v i d u a l i s i n d i v i d u a l , a new and unique c r e a t i o n , 
j u s t as each moment i s both new and unique. 
Such i n d i v i d u a l i t y i s not however an inherent 
a t t r i b u t e . I t i s not a passive q u a l i t y , but must be 
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a c t i v e l y sought. I t must be grasped, and grasped i n 
p a r t i c u l a r by the act of choosing, the primary assertion 
of the w i l l i n which d i f f e r e n c e i s acknowledged and 
preference shown. Choice can reject, the bounds imposed 
by s o c i e t y and parentage, Volumnia and Rome. Thus the 
w i l l "surpasses" determinism. The Mother, whether 
Volumnia or Rome, i s a determining f a c t o r i n the 
i n d i v i d u a l ' s a c t i o n s , but so too i s the i n d i v i d u a l 
himself. The two f a c t o r s , or the three i f one separates 
mother from s t a t e , are coexistant and f i g h t f o r the 
dominant p o s i t i o n . I f allowed, the extern a l w i l l win; 
i f fought, then the w i l l may transcend the l i m i t a t i o n s 
placed upon i t . I n psychoanalytic terms, one may become 
stuck w i t h childhood f i x a t i o n s or one may develop normally 
and subsume those e a r l y influences i n a healthy psyche. 
The f i n a l prose entr'acte of "Coriolanus and his 
Mother", "He i s a Person", r e a f f i r m s the argument of 
"Choose". The speaker imagines "an abstract p i c t u r e 
postcard" showing a human being (75). This being's 
i d e n t i t y i s described as a combination of h i s mother, 
f a t h e r , childhood,, adolescence and ma t u r i t y : 
None of t h i s can be represented upon the 
postcard, and you, when you look a t any man, 
remember t h a t you do not t r u l y see him. For 
he i s h i s past and h i s past i s unseen, although 
i t i s one of the greatest of powers. His past 
holds him and he must move forward i n time, 
dragging every fear and every beauty of every 
year w i t h him. (76) 
Schwartz's concern i s w i t h what i s missing from the 
postcard. McDougall's complaint t h a t i n t r o s p e c t i o n i s 
"a s u b s t i t u t e f o r a c t i o n " should be placed against the 
emphasis here on the necessity t o "move forward i n time". 
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Man cannot provide a " s u b s t i t u t e f o r l i v i n g and a c t i n g " : 
"he moves, because he must". He can dwell on the past, 
but not l i v e t h ere: 
The f u t u r e of time which i s nothing cannot 
be grasped by the r e p e t i t i o n of what has been. 
I t i s not enough. He must create what has 
never e x i s t e d . The necessity of the f u t u r e 
intrudes and he must choose, although as most 
o f t e n he merely chooses what has already 
e x i s t e d . . . . He i s the f u t u r e . He i s 
a person 1 
Again, i t i s by e x e r c i s i n g choice t h a t one can grasp 
the f u t u r e . The paradox i d e n t i f i e d e a r l i e r whereby 
Schwartz a f f i r m e d human freedom i s found again here i n 
the n o t i o n t h a t man i s the past and yet also the f u t u r e : 
"he i s the mystery, i r r e d u c i b l e " . 
I t i s s i g n i f i c a n t t h a t when Schwartz introduces 
the m i r r o r image i n "Choose", he very c l e a r l y , though 
not e x p l i c i t l y , i d e n t i f i e s himself w i t h the Roman outcast. 
The p h y s i c a l d e s c r i p t i o n of Coriolanus i s very much 
suggestive of Schwartz. Coriolanus i s said t o have " t h i c k 
l i p s , c u r l y h a i r , f l a r i n g n o s t r i l s , broad forehead" and 
a " g l o b e - l i k e head" (77). I t i s not a d e s c r i p t i o n to 
be found i n Shakespeare's play. The very p e c u l i a r i t y 
and unnecessary nature of these a t t r i b u t e s makes one 
suspect a s p e c i a l purpose i n i n t r o d u c i n g them; some 
p r i v a t e joke. The suspicion t h a t they are meant to 
describe the author receives backing from the f a c t t h a t 
Schwartz uses very much the same technique i n "Hamlet, 
or There I s Something Wrong w i t h Everyone". There Hamlet 
i s described as having "a tendency t o get f a t i n the 
face and t h i c k e n " (78), an apparently q u i t e a r b i t r a r y 
d e t a i l unless one accepts i t as s e l f - r e f e r e n t i a l . Later 
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i n the same piece Schwartz associates himself w i t h Hamlet 
more e x p l i c i t l y by a s c r i b i n g t o him the same 
manic-depressive i l l n e s s from which Schwartz suffered. 
In much the same way Schwartz' s lament over Coriolanus' s 
fear of sleep, "desolate, desolate" (79), makes reference 
t o h i s own well-documented insomnia. 
Not only, t h e r e f o r e , i s the f i g u r e who sees himself 
t r u l y f o r the f i r s t time i n h i s r e f l e c t i o n Coriolanus, 
the a r c h - i n d i v i d u a l , as w e l l as Narcissus, but he i s 
also the author himself. The knowledge t h a t he a r r i v e s 
at having seen himself, which includes the awareness 
of the i n f l u e n c e of parents and environment and the 
perception of a p o t e n t i a l l y transcendent i n d i v i d u a l 
freedom, i s an understanding sought by Schwartz throughout 
hi s work. His use of the m i r r o r image dramatizes the 
moment at which i t i s a t t a i n e d . 
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CHAPTER TWO 
The A r t i s t i n Society 
Sidney Hook, who taught Schwartz contemporary 
philosophy a t New York U n i v e r s i t y i n the e a r l y 1930s, 
complains i n h i s autobiography about the inadequacies 
of some of h i s former p u p i l ' s p o l i t i c a l judgements, 
e s p e c i a l l y h i s h o s t i l i t y t o America's entry i n t o the 
Second World War: 
His o p p o s i t i o n t o the war, d i s c r e e t l y expressed, 
seemed t o stem from a fear t h a t reports of 
great b a t t l e s and other events would d i s t r a c t 
the p u b l i c ' s a t t e n t i o n from h i s forthcoming 
books of poetry. His v a n i t y , r a t h e r than any 
reasoned view of h i s t o r y and soc i e t y , came 
i n t o play i n many of h i s observations. (1) 
Notwithstanding Hook's bias, there i s a t l e a s t an element 
of t r u t h i n h i s basic c h a r a c t e r i z a t i o n of Schwartz's 
p o l i t i c a l outlook. James A t l a s maintains of Schwartz 
t h a t , "always a p o l i t i c a l , he viewed the war as a f a r c i c a l 
drama i n which 'two raging g i a n t s ' , Germany and Russia, 
were c e r t a i n t o destroy each other and, eventually, the 
world", claiming t h a t instead "Delmore worried about 
the more general t h r e a t t o l i f e and l e t t e r s " ( 2 ) . 
Schwartz was indeed concerned t h a t the war would be 
damaging t o the world of poetry. He d i d f e e l t h a t great 
a r t was more important than "great b a t t l e s " . Though 
considered one of the New York i n t e l l e c t u a l s , an in t e n s e l y 
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p o l i t i c a l crowd, and though an e d i t o r of Partisan Review, 
i n K a r l Shapiro's words "the most i d e o l o g i c a l l y s e n s i t i v e 
and outspoken c u l t u r a l organ i n t h i s country" ( 3 ) , 
Schwartz was not p r i m a r i l y i n t e r e s t e d i n p o l i t i c s . 
Yet i n h i s l e t t e r s and c r i t i c a l w r i t i n g s Schwartz 
r a i l s against the i l l e f f e c t s of "the increasing 
i n d u s t r i a l i z a t i o n of society" ( 4 ) , declares " t h a t perhaps 
the g r e a t e s t e v i l of c a p i t a l i s m i s i t s oppression or 
perversion of a l l values and thus of a l l l i v e s " (5) and 
suggests t h a t "Marx seems to me t o have discovered a l l 
the connections" ( 6 ) . He also w r i t e s of the need f o r 
the i n t e l l i g e n t s i a t o maintain a c r i t i c a l independence 
from the establishment (7) and c i t e s "the depression 
of 1929-1937" as one of the most important influences 
on him ( 8 ) . 
More f a i r l y judged, Schwartz's opposition t o the 
war a c t u a l l y stemmed not from "van i t y " but from what 
he terms i n a short s t o r y , "a post-Munich s e n s i b i l i t y " 
( 9 ) . There i s evidence t h a t he f e l t a deep cynicism 
about the reasons behind "the war t o make the world safe 
f o r the lesser e v i l " (10), as w e l l as d i s t r u s t i n g the 
dishonesty t h a t war encourages: 
I n t e l l e c t u a l s even i n wartime and e s p e c i a l l y 
i n wartime ought t o act on the necessary myth 
t h a t they are a class w i t h a vested i n t e r e s t 
i n the t r u t h and i n the a c t i v e t e l l i n g of the 
t r u t h , instead of being bandwagon chasers and 
whores. (11) 
As already noted, h i s allegiance was "to poetry, / The 
t r u e , the good, and the b e a u t i f u l " (12). 
I t i s evident, t h e r e f o r e , t h a t , while Schwartz d i d 
not take any p a r t y l i n e on p o l i t i c a l issues and denied 
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being a Marxist (13), t o describe him as "always 
a p o l i t i c a l " i s h i g h l y misleading. The element of t r u t h 
i n Hook's words i s outweighed by e r r o r . Schwartz d i d 
take a "reasoned view of h i s t o r y and so c i e t y " . His work 
shows an intense and longstanding concern w i t h the 
r e l a t i o n s h i p between the i n d i v i d u a l and society. The 
a r t i s t i n p a r t i c u l a r was seen by Schwartz i n terms of 
h i s place i n s o c i e t y . He believed t h a t t h i s r e l a t i o n s h i p 
a f f e c t e d how the w r i t e r l i v e d , how he wrote, what he 
wrote and how h i s work was received. Schwartz observes 
i n "Rimbaud i n Our Time" t h a t "the age i n which one e x i s t s 
i s the a i r which one breathes" (14). 
I I 
The most d e t a i l e d expositions of Schwartz's ideas 
on s o c i e t y and the i n d i v i d u a l are t o be found i n h i s 
c r i t i c a l essays. A number of these essays can be regarded 
as a serie s m which ideas are elaborated and developed. 
Indeed the e d i t o r s of Selected Essays of Delmore Schwartz, 
Donald A. Dike and David H. Zucker, have grouped them 
at the beginning of the volume i n a section e n t i t l e d 
"The Poet and Poetry". They include "The I s o l a t i o n of 
Modern Poetry", "The Vocation of the Poet i n the Modern 
World", "Views of a Second V i o l i n i s t " and "The Present 
State of Poetry", and they cover i n a l l a period of 
seventeen years between 1941 and 1958. 
The f i r s t of these essays t o be published, "The 
I s o l a t i o n of Modern Poetry", i s a statement of Schwartz's 
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basic t h e s i s : 
The modern poet has been very much aff e c t e d 
by the c o n d i t i o n and the circumstance t h a t 
he has been separated from the whole l i f e of 
s o c i e t y . (15) 
This i s an idea t h a t he ret u r n s t o repeatedly i n h i s 
w r i t i n g s . I t appears, f o r instance, i n Shenandoah when 
the lead character considers the f a t e of h i s l i t e r a r y 
heroes: 
A l l over Europe these e x i l e s f i n d i n a r t 
What e x i l e i s : a r t becomes e x i l e too, 
A secret and a code studied i n secret. 
Declaring the agony of modern l i f e 
. . . (16) 
Like Narcissus, the poet stands apart from others. 
Schwartz sees t h i s separation as having i t s o r i g i n s 
i n "the gradual d e s t r u c t i o n of the world p i c t u r e which, 
despite many changes, had f o r a long time been taken 
f o r granted by the poet" (17), an a l t e r a t i o n brought 
about by the r i s e of Science and the decline of R e l i g i o n . 
His reasoning i s reminiscent of T. S. E l i o t ' s famous 
observation i n "The Metaphysical Poets" t h a t " i n the 
seventeenth century a d i s s o c i a t i o n of s e n s i b i l i t y set 
i n , from which we have never recovered" (18). According 
to E l i o t , "the poets of the seventeenth century 
possessed a mechanism of s e n s i b i l i t y which could devour 
any k i n d of experience" (19), men l i k e Chapman and Donne 
being capable of "a d i r e c t sensuous apprehension of 
thought" (20). Schwartz elaborates a p o i n t already touched 
on i n a 1938 review of Yvor Winters' s P r i m i t i v i s m and 
Decadence i n which he states t h a t "the predicament of 
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the modern w r i t e r i s e x a c t l y the f a c t t h a t there i s a 
gap, a distance, between the w r i t e r ' s perceptions and 
his b e l i e f s or values" (21). I n "The I s o l a t i o n of Modern 
Poetry" he claims t h a t a p o i n t was reached where the 
poet could no longer believe i n the urgings of his 
s e n s i b i l i t y : 
There i s a break between i n t e l l e c t and 
s e n s i b i l i t y ; the i n t e l l e c t f i n d s unreasonable 
what the s e n s i b i l i t y and the imagination cannot 
help but accept because of centuries of 
imagining and f e e l i n g i n terms of d e f i n i t e 
images of the world. (22) 
The o l d images were confounded by "rhe evolving and blank 
and empty universe of nineteenth century science" (23). 
The ensuing c o n f l i c t l e f t the poet uncertain and 
marginalized. 
However, the s i m i l a r i t i e s between "The Metaphysical 
Poets" and "The I s o l a t i o n of Modern Poetry" should not 
be pushed too f a r . I n The Middle Generation Bruce Bawer 
maintains of Schwartz, Lowell, J a r r e l l and Berryman t h a t 
" v i r t u a l l y every l i n e of poetry t h a t they wrote during 
t h e i r e a r l y years was brought i n t o being by a poetic 
f a c u l t y t h a t had been shaped by E l i o t ' s d o ctrines" (24), 
and he also claims t h a t "The Metaphysical Poets" was 
a seminal i n f l u e n c e on them. He convincingly argues 
t h a t E l i o t ' s praise of "A V a l e d i c t i o n : Of Weeping" 
i n s p i r e d them t o elaborate on Donne's b a l l conceit i n 
poems l i k e Schwartz's "The Ballad of the Children Of 
the Czar". His l a r g e r claims f o r E l i o t ' s i nfluence are 
not as convincing. Schwartz c l e a r l y had i n mind "The 
Metaphysical Poets" when w r i t i n g h i s essay, but he i s 
nevertheless openly c r i t i c a l of E l i o t . Moreover, h i s 
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approach and conclusions are d i f f e r e n t . Schwartz attempts 
t o provide reasons f o r the break between the poet's 
i n t e l l e c t and h i s s e n s i b i l i t y , while E l i o t i s content 
t o describe the process and i t s consequences. When i t 
comes t o i d e n t i f y i n g causes, a l l t h a t E l i o t does say 
i s t h a t the process "was aggravated by the influence 
of . . . M i l t o n and Dryden" (25). More importantly, 
Schwartz places the break much l a t e r than E l i o t does, 
describing W i l l i a m Blake as the f i r s t poet t o s u f f e r 
from i t s e f f e c t s . Rather than maintaining allegiance 
t o E l i o t i c precepts, Schwartz seems t o be using "The 
I s o l a t i o n of Modern Poetry" as an ambitious assertion 
of h i s c r i t i c a l independence. 
At the same time as the poet was s t r u g g l i n g f o r 
new images, so Schwartz maintains, the increasing 
i n d u s t r i a l i z a t i o n of society eroded his r o l e i n the 
community: 
The fundamental i s o l a t i o n of the modern poet 
began not w i t h the poet and h i s way of l i f e ; 
but r a t h e r w i t h the whole way of l i f e of modern 
soc i e t y . I t was not so much the poet as i t 
was poetry, c u l t u r e , s e n s i b i l i t y , imagination, 
t h a t were i s o l a t e d . On the one hand, there 
was no room i n the increasing i n d u s t r i a l i z a t i o n 
of s o c i e t y f o r such a monster as the c u l t i v a t e d 
man; a man's t a s t e f o r l i t e r a t u r e had at best 
nothing t o do w i t h most of the a c t i v i t i e s which 
c o n s t i t u t e d d a i l y l i f e i n an i n d u s t r i a l society. 
On the other hand, c u l t u r e , since i t could 
not f i n d a place i n modern l i f e , has fed upon 
i t s e l f i n c r e a s i n g l y and has created i t s own 
autonomous s a t i s f a c t i o n s , removing i t s e l f 
f u r t h e r a l l the time from any e s s e n t i a l p a r t 
i n the organic l i f e of society. (26) 
I n "Our Country and Our Culture", published eleven years 
l a t e r , Schwartz s t i l l maintains t h i s t o be the e f f e c t 
of l i v i n g " i n a mass society and i n an i n d u s t r i a l 
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economy 
As things are and as they are l i k e l y to be 
i n any near f u t u r e , the highest values of a r t , 
thought and the s p i r i t are not only not 
supported by the m a j o r i t y of human beings nor 
by the dominant ways of modern society, but 
they are attacked, denied or ignored by society 
as a mass. (27) 
"The I s o l a t i o n of Modern Poetry" i d e n t i f i e s a 
s e l f - p e r p e t u a t i n g , t w o - f o l d process. Once the separation 
between so c i e t y and the poet has begun, i t i n e v i t a b l y 
becomes i n c r e a s i n g l y pronounced, the p o s s i b i l i t i e s f o r 
r e i n t e g r a t i o n growing more and more remote. Society views 
the poet and h i s work as l a r g e l y i r r e l e v a n t and even 
s l i g h t l y p e c u l i a r , while he moves towards "the d o c t r i n e 
of A r t f o r A r t ' s Sake" (28) and i s l e f t w i t h "no serious 
a c t i v i t y other than the c u l t i v a t i o n of his own 
s e n s i b i l i t y " (29). Like Schwartz's version of Narcissus, 
s t a r i n g through h i s r e f l e c t i o n f o r some transforming 
t r u t h , the poet examines himself more and more c l o s e l y . 
Since " i t became i n c r e a s i n g l y impossible f o r the poet 
t o w r i t e about the l i v e s of other men", people " i n whom 
c u l t u r e and s e n s i b i l i t y had no organic f u n c t i o n " , he 
becomes h i s own subject (30): 
Since the only l i f e a v a i l a b l e t o the poet as 
a man of c u l t u r e has been the c u l t i v a t i o n of 
h i s own s e n s i b i l i t y , t h a t i s the only subject 
a v a i l a b l e t o him, i f we may assume t h a t a poet 
can only w r i t e about subjects of which he has 
an absorbing experience i n every sense. (31) 
Again, Schwartz's argument reminds one of E l i o t ' s words: 
"one must look i n t o the cerebral cortex, the nervous 
system, and the d i g e s t i v e t r a c t s " (32). 
As the poet's s e n s i b i l i t y , h i s s e l f , i s c u l t i v a t e d . 
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i t s complexities become more apparent and the need t o 
come t o terms w i t h them i s greater. Just as Freud found 
t h a t he had t o draw up whole new frames of reference 
as psychoanalysis delved deeper i n t o the human mind, 
such concepts as the unconscious r e q u i r i n g ever greater 
s u b t l e t y t o formulate, so too does the poet have t o 
develop new methods. Schwartz argues the f o l l o w i n g : 
The poet i s engaged i n f o l l o w i n g the minutest 
movements, tones, and d i s t i n c t i o n s of h i s own 
being as a poetic man. Because t h i s p r i v a t e 
l i f e of h i s s e n s i b i l i t y i s the c h i e f subject 
a v a i l a b l e t o him, i t becomes in c r e a s i n g l y 
necessary t o have recourse t o new and special 
uses of language. The more the poet has 
c u l t i v a t e d h i s own s e n s i b i l i t y , the more unique 
and s p e c i a l has h i s subject, and thus his 
method, become. (33) 
This echoes the reason Edmund Wilson gives i n Axel's 
Castle f o r the l i n g u i s t i c endeavours of the French 
Symbolists: 
every f e e l i n g or sensation we have, 
every moment of consciousness, i s d i f f e r e n t 
from every other; and i t i s , i n consequence, 
impossible t o render our sensations as we 
a c t u a l l y experience them through the 
conventional and u n i v e r s a l language of ordinary 
l i t e r a t u r e . Each poet has h i s unique 
p e r s o n a l i t y ; each of h i s moments has i t s special 
tone, i t s special combination of elements. 
And i t i s the poet's task t o f i n d , t o invent, 
the s p e c i a l language which w i l l alone be capable 
of expressing h i s p e r s o n a l i t y and f e e l i n g s . 
(34) 
Such reasoning helps t o e x p l a i n why "Song of Myself", 
Walt Whitman's i d i o s y n c r a t i c and p e c u l i a r attempt t o 
give l i t e r a r y expression t o the essence of an i n d i v i d u a l 
i n nineteenth century America, should by the mid-twentieth 
century have as a counterpart The Dream Songs of 
Schwartz's contemporary, John Berryman. I n the l a t t e r 
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t h e i n d i v i d u a l s u b j e c t i s seen o n l y t h r o u g h the most 
f r a c t u r e d o f l e n s e s . The l o n g poem has become even longer 
and has broken down i n t e r n a l l y i n t o a c o l l e c t i o n of 
s e p a r a t e poems. The language and a l l u s i o n s are more 
p r i v a t e and obscure, and an ending i s a r g u a b l y no l o n g e r 
s t r u c t u r a l l y necessary: t h e s u b j e c t , Henry, d i e s q u i t e 
e a r l y i n t h e poem. Indeed, t h e poem need o n l y end when 
t h e poet stops adding more s e c t i o n s . 
Schwartz makes i t c l e a r t h a t i t i s the poet's 
c o n c e n t r a t i o n on h i s own s e l f t h a t has produced t h e new 
a t t i t u d e t o language, n o t some a t t e m p t t o comprehend 
t h e n a t u r e o f t h e s o c i e t y around him. T. S. E l i o t , a gain 
i n "The M e t a p h y s i c a l Poets", argues t h a t s o c i e t y i s t h e 
d e t e r m i n i n g f a c t o r : 
We can o n l y say t h a t i t appears l i k e l y t h a t 
p o e t s i n our c i v i l i z a t i o n , as i t e x i s t s a t 
p r e s e n t , must be d i f f i c u l t . Our c i v i l i z a t i o n 
comprehends g r e a t v a r i e t y and c o m p l e x i t y , and 
t h i s v a r i e t y and c o m p l e x i t y , p l a y i n g upon a 
r e f i n e d s e n s i b i l i t y , must produce v a r i o u s and 
complex r e s u l t s . The poet must become more 
and more comprehensive, more a l l u s i v e , more 
i n d i r e c t , m o r d e r t o f o r c e , t o d i s l o c a t e i f 
necessary, language i n t o h i s meaning. (35) 
I n "The I s o l a t i o n o f Modern Poe t r y " Schwartz contends 
t h a t E l i o t ' s argument i n t h i s r e s p e c t i s both " u t t e r l y 
i n s u f f i c i e n t " and " s u p e r f i c i a l " s i n c e i t makes th e mistake 
of " i d e n t i f y i n g t h e s u r f a c e o f our c i v i l i z a t i o n w i t h 
t h e s u r f a c e of our p o e t r y " ( 3 6 ) : 
t h e c o m p l e x i t y o f modern l i f e , t h e 
d i s o r d e r o f t h e t r a f f i c on a business s t r e e t 
o r t h e v a r i e t y of r e f e r e n c e i n t h e d a i l y 
newspaper i s f a r from b e i n g t h e same t h i n g 
as t h e d i f f i c u l t i e s o f s y n t a x , t o n e , d i c t i o n , 
metaphor, and a l l u s i o n which f a c e t h e reader 
i n t h e modern poem. (37) 
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He makes t h e same p o i n t i n a s l i g h t l y e a r l i e r essay, 
"Ezra Pound's Very U s e f u l Labors". I n t h a t he remarks 
on t h e "un-ordered" n a t u r e o f t h e modern w o r l d , but 
m a i n t a i n s t h a t t h e necessary d i g e s t i o n of t h i s by the 
poet cannot be achieved by "merely r e f l e c t i n g i t i n one's 
w r i t i n g by an e q u i v a l e n t d i s o r d e r upon t h e v e r b a l l e v e l " 
(38) . 
A c c o r d i n g t o Schwartz, one consequence of a r t and 
s o c i e t y g r a d u a l l y moving i n d i f f e r e n t d i r e c t i o n s , and 
of t h e poet s e a r c h i n g f o r a new approach t o language 
t o s o l v e h i s problems, i s t h a t "the common language of 
d a i l y l i f e , i t s s y n t a x , h a b i t u a l sequences, and processes 
of a s s o c i a t i o n , are p r e c i s e l y t h e o p p o s i t e o f what he 
needs" ( 3 9 ) : 
The t r o u b l e has been t h a t t h e i d i o m of p o e t i c 
s t y l e and t h e normal t h o u g h t and speech of 
t h e community have been moving i n o p p o s i t e 
d i r e c t i o n s and have had l i t t l e o r no 
r e l a t i o n s h i p t o each o t h e r . (40) 
The two idioms have become i n c o m p a t i b l e . The language 
of p o e t r y has developed i n t o a s p e c i a l i z e d t o o l t o work 
on t h e h i g h l y r e f i n e d s e n s i b i l i t y o f "the c u l t i v a t e d 
man", w h i l e t h e language o f o r d i n a r y l i f e has become 
too s l a c k , debased and i m p r e c i s e t o cope w i t h a n y t h i n g 
o t h e r t h a n t h e most b a s i c forms o f communication. 
Of course, t h e l i n e o f argument i n "The I s o l a t i o n 
o f Modern P o e t r y " g i v e s r i s e t o a number of p o s s i b l e 
o b j e c t i o n s . R i c h a r d McDougall observes t h a t poets do 
seem t o have been a b l e t o w r i t e about t h e u n c u l t u r e d 
and t o use everyday words t o t h e i r own ends, p o i n t i n g 
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as evidence t o t h e work of Edgar Lee Masters, Edward 
A r l i n g t o n Robinson and W i l l i a m Carlos W i l l i a m s ( 4 1 ) . 
While Schwartz does admit t h a t "human beings a t any time 
i n g e n e r a l do n o t speak or t h i n k i n ways which are 
i m m e d i a t e l y p o e t i c " ( 4 2 ) , McDougall's o b j e c t i o n i s n ot 
s e r i o u s l y t a c k l e d . I t i s o n l y i n an essay t o be discussed 
l a t e r t h a t Schwartz c o r r e c t s h i s m i s t a k e . 
McDougall a l s o complains t h a t Schwartz's own s h o r t 
s t o r i e s , s i n c e t h e y are about u n c u l t u r e d people, d i s p r o v e 
t h e c o n t e n t i o n t h a t t h e poet cannot w r i t e about people 
" i n whom c u l t u r e and s e n s i b i l i t y had no o r g a n i c f u n c t i o n " . 
While i t i s t e m p t i n g t o remark t h a t McDougall seems not 
t o have n o t i c e d t h e d i f f e r e n c e between prose and p o e t r y , 
i t i s o n l y f a i r t o note t h a t Schwartz does t h e same t h i n g 
i n h i s essay. Having w r i t e n about how "the poet has 
t a k e n [ t h e ] c o n f l i c t between s e n s i b i l i t y and modern l i f e 
as h i s s u b j e c t " , he g i v e s as an example "the e a r l y f i c t i o n 
o f Thomas Mann" ( 4 3 ) . The t r o u b l e i s t h a t , i n d e v o t i n g 
t h e essay t o an e x a m i n a t i o n o f t h e i s o l a t i o n s p e c i f i c a l l y 
o f p o e t r y , Schwartz leaves i t u n c l e a r as t o how he f e e l s 
t h e same f a c t o r s have a f f e c t e d prose w r i t e r s . He does 
remark t h a t "an analogous t h i n g has, o f n e c e s s i t y , 
happened i n t h e h i s t o r y o f t h e n o v e l " , commenting on 
t h e r i s e o f t h e a u t o b i o g r a p h i c a l n o v e l , b u t he does not 
e x p l a i n whether he t h i n k s t h e n o v e l i s as i s o l a t e d i n 
America as i s p o e t r y ( 4 4 ) . One suspects t h a t he f e l t 
t h e p o e t t o be u n i q u e l y scorned. One a l s o suspects t h a t , 
f o r reasons t h a t s hould l a t e r become c l e a r , he regarded 
a r t and p o e t r y as almost synonymous. 
O b j e c t i o n s t o Schwartz's essay a r e , however. 
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suggested by t h e evidence o f h i s own c r e a t i v e w r i t i n g . 
Take, f o r i n s t a n c e , h i s a s s e r t i o n t h a t , " s i n c e one can 
o n l y w r i t e about one's s e n s i b i l i t y , one can o n l y w r i t e 
l y r i c p o e t r y " , and t h e r e l a t e d c l a i m t h a t "dramatic and 
n a r r a t i v e p o e t r y r e q u i r e a grasp o f t h e l i v e s o f o t h e r 
men, and i t i s p r e c i s e l y these l i v e s , t o r e p e a t , t h a t 
are o u t s i d e t h e o r b i t o f p o e t i c s t y l e and p o e t i c 
s e n s i b i l i t y " ( 4 5 ) . While most o f Schwartz's p o e t r y takes 
t h e l y r i c f o r m , he d i d n o t c o n f i n e h i m s e l f t o t h a t k i n d . 
For i n s t a n c e , a l l f i v e p l a y s c o l l e c t e d i n Shenandoah 
and Other Verse Plays c o n t a i n verse passages, as does 
"Cor i o l a n u s and His Mother". Shenandoah was f i r s t 
p u b l i s h e d i n 1941, t h e same year as "The I s o l a t i o n of 
Modern P o e t r y " , and has a c a s t o f t h e same s o r t o f lower 
m i d dle c l a s s immigrants t h a t p o p u l a t e many of Schwartz's 
e a r l y s h o r t s t o r i e s . 
However, these dramas are a c t u a l l y m i x t u r e s o f verse 
and prose. " C o r i o l a n u s and His Mother" f e a t u r e s prose 
e n t r ' a c t e s supposedly d e l i v e r e d on stage by t h e w r i t e r 
h i m s e l f . The verse s e c t i o n s are a r e w o r k i n g i n n a r r a t i v e 
form o f Shakespeare's p l a y w i t h a commentary p r o v i d e d 
by t h e g h o s t l y s p e c t a t o r s i n t h e audience, i n c l u d i n g 
Beethoven, Marx, Freud, A r i s t o t l e and t h e i r companion, 
t h e poet. The s e n s i b i l i t y o f t h e common, u n c u l t u r e d 
man i s , t h e r e f o r e , o n l y d e a l t w i t h i n as f a r as g e n e r a l 
t h e o r i e s about s o c i e t y and t h e i n d i v i d u a l are handled, 
compared and s y n t h e s i z e d w i t h i n t h a t commentary. 
Moreover, Schwartz's d e c i s i o n t o remodel an e x i s t i n g 
work of a r t i s f u r t h e r evidence f o r h i s argument t h a t , 
as an i s o l a t e d p o e t , " w r i t i n g about o t h e r p o e t r y and 
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i n g e n e r a l about works o f a r t i s t h e most d i r e c t way 
of g r a s p i n g one's s e n s i b i l i t y as a s u b j e c t " ( 4 6 ) . 
I n Shenandoah t h e verse i s assigned o n l y t o t h e 
c e n t r a l c h a r a c t e r , t h e p o e t , w h i l e those around him, 
th e u n c u l t u r e d , t a l k i n prose. The verse passages again 
serve as a commentary on t h e a c t i o n . They are t h e 
musings, t h e o b s e r v a t i o n s , o f an i n d i v i d u a l r e v i e w i n g 
h i s p a s t . A c t i o n i s d e a l t w i t h o n l y i n prose. Schwartz 
t h e r e f o r e d e f i n e s a t a f o r m a l l e v e l t h e i s o l a t i o n o f 
the i n d i v i d u a l s e n s i b i l i t y . The verse speaker i s q u i t e 
unable t o i n f l u e n c e t h e events t o which he i s a w i t n e s s . 
I t must a l s o be noted t h a t Schwartz's argument about 
th e i s o l a t i o n o f p o e t r y was one t h a t he was w i l l i n g t o 
r e v i s e over t h e y e a r s . The o r i g i n a l essay i s n o t presented 
as a d e f i n i t i v e s tatement on t h e m a t t e r , and i t a l s o 
r e c o g n i z e s p o e t i c movements, such as Southern A g r a r i a n i s m , 
t r y i n g t o break o u t of i s o l a t i o n . Thus many of the 
p o s s i b l e o b j e c t i o n s t o t h e o r i g i n a l essay are t a c k l e d 
by t h e a u t h o r h i m s e l f i n l a t e r work. Two o f t h e most 
s i g n i f i c a n t r e v i s i o n s are concerned w i t h t h e poet's 
a t t i t u d e t o everyday language and w i t h h i s r e l a t i o n t o 
everyday l i f e . 
I n "The V o c a t i o n o f t h e Poet i n the Modern World", 
p u b l i s h e d t e n ye a r s a f t e r "The I s o l a t i o n o f Modern 
P o e t r y " , Schwartz r e s t a t e s , i n f o r c e f u l terms, t h e poet's 
need t o a v o i d " t h e common language o f d a i l y l i f e " : 
he must r e s i s t t h e innumerable ways 
i n w hich words are s p o i l e d , misused, 
c o m m e r c i a l i z e d , deformed, mispronounced, and 
i n g e n e r a l degraded. (47) 
He must do t h i s because "words are t h e keys t o what he 
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wants" ( 4 8 ) . I t i s o n l y by p r e s e r v i n g an a c c u r a t e sense 
of t h e p r e c i s e meanings o f words t h a t t h e poet can 
communicate t h e p e r c e p t i o n s w i t h which he i s d e a l i n g . 
However, Schwartz a l s o r e c o g n i z e s t h a t degraded 
language can p r o v i d e new meanings and nuances f o r words 
and so, p o s s i b l y , c r e a t e new p e r c e p t i o n s . A knowledge 
of t h e v a r i o u s forms o f l i n g u i s t i c d e g r a d a t i o n can o n l y 
r e s u l t i n a g r e a t e r s e n s i t i v i t y t o p o t e n t i a l meanings: 
N e v e r t h e l e s s , j u s t as c e r t a i n k i n d s o f disease 
make f o r a g r e a t e r s e n s i t i v i t y t o experience 
or a more p r e c i s e o b s e r v a t i o n o f r e a l i t y 
so, t o o , t h e disease which degrades 
language i n t h e modern w o r l d may h e l p t o b r i n g 
about t h e remarkable and o f t e n m u l t i l i n g u a l 
s e n s i t i v i t y of t h e modern poet t o t h e language 
which i s t h e m a t r i x from which he draws h i s 
poems. (49) 
T h i s i s a development of t h e b e l i e f mentioned i n "The 
I s o l a t i o n of Modern P o e t r y " t h a t "the e n f o r c e d i s o l a t i o n 
of t h e poet has . . . i n c r e a s e d t h e uses and powers 
of languages i n t h e most amazing and t h e most v a l u a b l e 
d i r e c t i o n s " ( 5 0 ) . What i s b e i n g advocated i s not t h a t 
t h e poet s u f f e r from t h e disease h i m s e l f . Rather he i s 
supposed t o observe t h e symptoms from o u t s i d e and make 
use o f a conscious u n d e r s t a n d i n g of t h e i r p r e c i s e n a t u r e 
t o e n r i c h h i s work. He s t i l l stands a p a r t from "the 
common language of d a i l y l i f e " as i t i s d a i l y used. 
"T. S. E l i o t ' s Voice and His V o i c e s " , p u b l i s h e d 
a t t h e end o f 1954, i s , however, a t a c i t admission of-
f l a w s i n Schwartz's e a r l i e r arguments about t h e modern 
poet's r e l a t i o n t o everyday language. I n s t e a d of 
c o n t i n u i n g t o m a i n t a i n t h a t "the i d i o m of p o e t i c s t y l e 
and t h e normal t h o u g h t and speech of t h e community have 
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been moving i n o p p o s i t e d i r e c t i o n s " , he now notes t h a t , 
on t h e c o n t r a r y , t h e g r e a t modern poets are marked by 
"an e f f o r t t o a s s i m i l a t e t h e everyday w o r l d , the modern 
w o r l d , and c o l l o q u i a l speech by t h e use of everyday or 
p r o s a i c words" ( 5 1 ) . He remarks i n p a r t i c u l a r on E l i o t ' s 
u nusual d i c t i o n , h i s use o f words "commonly supposed 
t o be t o o u n p o e t i c t o be used i n p o e t r y " , d e s c r i b i n g 
i t as a " t r a n s f o r m a t i o n o f prose i n t o p o e t r y " . 
The most s i g n i f i c a n t a d a p t a t i o n t h a t Schwartz makes 
t o h i s o r i g i n a l argument i s t h e r e c o g n i t i o n t h a t by 1958, 
when he p u b l i s h e d "The Present S t a t e o f P o e t r y " , t h e 
poet was no l o n g e r "separated from the whole l i f e o f 
s o c i e t y " , b u t had i n s t e a d become ve r y much p a r t o f i t . 
T h i s extreme r e v e r s a l o f a f f a i r s i s seen t o be due t o 
t h e i n c r e a s i n g number of American p o e t s , i n c l u d i n g 
Schwartz h i m s e l f , who had t a k e n up t e a c h i n g posts i n 
u n i v e r s i t i e s : 
he i s a u s e f u l and accepted member 
of s o c i e t y and n o t a p e c u l i a r and strange b e i n g , 
s i n c e t h e w r i t i n g o f p o e t r y i s c l e a r l y a n a t u r a l 
p u r s u i t f o r t h e t e a c h e r o f l i t e r a t u r e . The 
f a c t t h a t he i s a poet i s not something which 
i n i t s e l f i s o l a t e s him from most o t h e r human 
be i n g s , an i s o l a t i o n which t h e poet and indeed 
t h e a r t i s t i n every medium f e l t p r o f o u n d l y 
d u r i n g every g e n e r a t i o n i n t h e p a s t . (52) 
Elsewhere, i n essays on Wallace Stevens p u b l i s h e d i n 
1954 and 1955, Schwartz w r i t e s of t h e i s o l a t i o n of t h e 
poet as something i n t h e p a s t ( 5 3 ) . 
However, "The Present S t a t e of P o e t r y " makes i t 
q u i t e c l e a r t h a t any new-found acceptance i s not w i t h o u t 
i t s drawbacks. The disadvantages are c l e a r l y s t a t e d . 
Schwartz m a i n t a i n s t h a t b o t h p o e t r y and t e a c h i n g a r e . 
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or a t l e a s t should be, v o c a t i o n s . A poet who teaches 
does so t o l i v e , n o t n e c e s s a r i l y because of a l o v e o f 
e d u c a t i o n , and he cannot w r i t e p o e t r y w h i l e he i s 
t e a c h i n g . Schwartz notes t h a t h i s own r e p u t a t i o n as 
a poet has done much t o f u r n i s h him w i t h d i s t r a c t i o n s 
from h i s p o e t r y : 
I was asked t o do many t h i n g s because I was 
a p o e t : t h e one t h i n g I was n o t asked t o do 
v e r y o f t e n was t o w r i t e p o e t r y . (54) 
The p r o l i f e r a t i o n o f p r i z e s f o r c r e a t i v e w r i t i n g (two 
of which, t h e B o l l i n g e n P r i z e and t h e S h e l l e y Memorial 
P r i z e , Schwartz h i m s e l f won), w h i l e making one's l o t 
somewhat e a s i e r , a re i n t h e end h e l d t o do no more "than 
reduce t h e problem o f economic n e c e s s i t y " from which 
t h e p oet s u f f e r s ( 5 5 ) . 
As perhaps t h e most s e r i o u s impediment o f a l l , 
Schwartz i n d i c a t e s t h a t t h e p u b l i c ' s new i n t e r e s t i n 
t h e poet does n o t u s u a l l y extend t o h i s p o e t r y : 
a poet can succeed i n a t t r a c t i n g 
n a t i o n a l a t t e n t i o n by be i n g murdered or by 
bein g i n v o l v e d i n some o t h e r a c t i v i t y o f a 
s p e c t a c u l a r , scandalous or e x t r a o r d i n a r y 
c h a r a c t e r : t h e i n t r i n s i c p o e t i c v a l u e o f h i s 
work i s c e r t a i n l y n o t go i n g t o win him the 
same a t t e n t i o n o f t h e e n t i r e p u b l i c a t p r e s e n t 
or a t any ti m e i n t h e f o r e s e e a b l e f u t u r e . 
(56) 
I r o n i c a l l y , Schwartz h i m s e l f i s now known, i f he i s known 
a t a l l , c h i e f l y f o r t h e " s p e c t a c u l a r , scandalous" and 
" e x t r a o r d i n a r y " n a t u r e o f h i s madness, pa r a n o i a and death; 
e x t r a o r d i n a r y t h a t i s except i n comparison w i t h t h e 
p r i v a t e l i v e s o f h i s f e l l o w p o e t s . 
I t i s h i g h l y s i g n i f i c a n t t h a t Schwartz h i m s e l f notes 
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such drawbacks t o what he h i m s e l f admits was, i n the 
1950s, a v e r y h e a l t h y t i m e f o r p o e t r y . This i s not so 
much because o f t h e arguments t h a t he proposes, but 
because o f t h e u n s t a t e d a t t i t u d e s from which they c l e a r l y 
a r i s e . For example, when he remarks t h a t p o e t r y p r i z e s 
do l i t t l e t o a l l e v i a t e t h e f i n a n c i a l t r o u b l e s of the 
p o e t , he t i e s t h a t t o t h e statement t h a t "the problem 
of economic n e c e s s i t y " i s "more d i f f i c u l t f o r the poet 
t h a n f o r o t h e r human beings p r e c i s e l y because he i s a 
p o e t " . Wallace Stevens, a p o e t much admired by Schwartz, 
and admired p a r t l y f o r t h i s reason, managed t o be both 
a g r e a t p oet and a h i g h l y s u c c e s s f u l e x e c u t i v e i n an 
i n s u r a n c e f i r m ( 5 7 ) . When Schwartz makes such a c l a i m 
about t h e i n a b i l i t y o f t h e p oet t o f i n a n c e h i m s e l f w i t h o u t 
extreme d i f f i c u l t y , he does so n o t because of an 
i n s e n s i t i v i t y t o t h e h a r s h l o t endured by so many, a f t e r 
a l l a l a r g e number o f h i s s h o r t s t o r i e s f e a t u r e o r d i n a r y , 
n o n - a r t i s t i c c h a r a c t e r s s t r u g g l i n g a g a i n s t t h e . c o n s t r a i n t s 
of "economic n e c e s s i t y " , b u t r a t h e r because he regards 
p o e t r y as a c a l l i n g t o which t h e poet should g i v e h i s 
whole b e i n g . The o n l y way t h a t t h e poet c o u l d both be 
t r u e t o p o e t r y and earn a l i v i n g was by p u b l i s h i n g , and 
s e l l i n g , p o e t r y . 
I n "The V o c a t i o n o f t h e Poet i n the Modern World" 
Schwartz p r o v i d e s t h e f o l l o w i n g d e s c r i p t i o n of the r o l e 
of t h e p o e t : 
t h e poet as c r e a t o r , and 
metaphor-maker, and p r e s i d i n g b r i n g e r o f u n i t y 
i s a k i n d o f p r i e s t . He u n i t e s t h i n g s , 
meanings, a t t i t u d e s , f e e l i n g s , t h r o u g h the 
power, prowess and b e n e d i c t i o n o f words, and 
i n t h i s way he i s a p r i e s t who performs a 
ceremony of m a r r i a g e each t i m e he composes 
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a poem. (58) 
A l t h o u g h he u n d e r c u t s t h i s w i t h t h e c h a r a c t e r i s t i c a l l y 
s a r d o n i c remark t h a t " u n f o r t u n a t e l y , n o t a l l marriages 
are happy", i t i s c l e a r how h i g h l y Schwartz regarded 
p o e t i c endeavour. A f t e r a l l , he v a l u e d p o e t r y b e f o r e 
" g r e a t b a t t l e s " . Schwartz always regarded h i m s e l f as 
a p o e t , even though he wrote l i t t l e or no p o e t r y d u r i n g 
some of h i s most p r o d u c t i v e l i t e r a r y p e r i o d s , and even 
though he a l s o w r o t e s h o r t s t o r i e s , essays and f i l m 
r e v i e w s , as w e l l as w o r k i n g as an e d i t o r and a t e a c h e r . 
As has a l r e a d y been noted, t h e t e r m " p o e t r y " i s sometimes 
used by him i n such a manner as t o be a l l b u t 
i n t e r c h a n g e a b l e w i t h t h e t e r m " a r t " i t s e l f . I f t h e poet 
e x i s t s as "a k i n d o f p r i e s t " , t h e n i t i s i n e v i t a b l e t h a t 
he s h o u l d occupy a pla c e e l e v a t e d above t h e r e s t of 
s o c i e t y . Hence t h e o c c a s i o n a l weakness o f Schwartz's 
reasons f o r t h e i s o l a t i o n of t h e p o e t . He i s t r y i n g 
t o i d e n t i f y t a n g i b l e causes f o r a s t a t e o f a f f a i r s t h a t 
he b e l i e v e d i n as a m a t t e r o f f a i t h . 
I t i s i n t h e l i g h t o f t h i s u n d e r s t a n d i n g t h a t some 
of Schwartz's f i e r c e r h e t o r i c a l pronouncements about 
p o e t r y must be understood. "The V o c a t i o n of t h e Poet 
i n t h e Modern World", f o r i n s t a n c e , ends t h u s : 
I n t h e u n p r e d i c t a b l e and f e a r f u l f u t u r e t h a t 
a w a i t s c i v i l i z a t i o n , t h e poet must be prepared 
t o be a l i e n a t e d and i n d e s t r u c t i b l e . He must 
d e d i c a t e h i m s e l f t o p o e t r y , a l t h o u g h no one 
e l s e seems l i k e l y t o read what he w r i t e s ; and 
he must be i n d e s t r u c t i b l e as a poet u n t i l he 
i s d e s t r o y e d as a human b e i n g . I n t h e modern 
w o r l d , p o e t r y i s a l i e n a t e d ; i t w i l l remain 
i n d e s t r u c t i b l e as l o n g as t h e f a i t h and l o v e 
o f each poet i n h i s v o c a t i o n s u r v i v e s . (59) 
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Whatever t h e a c t u a l reasons f o r t h e a l i e n a t i o n of p o e t r y , 
i t i s a s t a t e d e s i r e d by t h e poet. He w i l l s i t i n t o 
b e i n g . The poet's i s o l a t i o n p r o v i d e s him w i t h h i s power. 
The m u c h - c r i t i c i s e d i v o r y tower i s bo t h a f o r t r e s s and 
a vantage p o i n t t h a t enables t h e poet t o see c l e a r l y 
b o t h t h e s o c i e t y below him and whatever l i e s beyond. 
Above a l l , i t i s p o e t r y t h a t m a t t e r s , n o t the poet. 
His s u r v i v a l i s an i s s u e o f l e s s e r s i g n i f i c a n c e than 
t h e s u r v i v a l o f h i s a r t . 
James A t l a s d e s c r i b e s t h e passage quoted above as 
"the d i s a s t r o u s c u l m i n a t i o n o f an idea t h a t c o u l d be 
s a i d t o have o r i g i n a t e d w i t h [Schwartz's] e a r l y hero 
Rimbaud" ( 6 0 ) . He may have i n mind t h e f o l l o w i n g e x t r a c t 
from one o f Rimbaud's l e t t e r s : 
I want t o be a po e t , and I am w o r k i n g t o make 
mysel f a seer: you won't understand t h i s a t 
a l l , and I h a r d l y know how t o e x p l a i n i t t o 
you. The p o i n t i s , t o a r r i v e a t t h e unknown 
by t h e d i s o r d e r i n g o f a l l the senses. The 
s u f f e r i n g s a re enormous, b u t one has t o be 
s t r o n g , t o be born a p o e t , and I have d i s c o v e r e d 
I am a p o e t . (61) 
A t l a s m a i n t a i n s t h a t " t he power o f t h i s i d e a i s m a n i f e s t " 
m t h e s u i c i d e s o f Berryman and J a r r e l l , y e t he complains 
t h a t a t t r i b u t i n g these deaths t o America's i n d i f f e r e n c e 
i s "a myth t h a t has g i v e n Delmore's t r a g i c l i f e a s p u r i o u s 
symbolic v a l u e f o r which he was h i m s e l f i n p a r t 
r e s p o n s i b l e " ( 6 2 ) . I n a t t a c k i n g one myth, A t l a s seems 
t o accept a n o t h e r o f e q u a l l y dubious v a l u e . I t i s h i g h l y 
q u e s t i o n a b l e t h a t Berryman, J a r r e l l or Schwartz d i e d 
because t h e i r f a i t h i n p o e t r y l e d any of them t o be 
"d e s t r o y e d as a human b e i n g " . Moreover, Schwartz's 
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pronouncement i n a l l l i k e l i h o o d owes more t o the i n f l u e n c e 
o f N i e t z s c h e t h a n Rimbaud. The B i r t h o f Tragedy d e s c r i b e s 
t h e s t a t e o f D i o n y s i a c r e l e a s e and oneness as "an e c s t a t i c 
r e a l i t y , w hich a g a i n pays no heed t o t h e i n d i v i d u a l , 
b u t even seeks t o d e s t r o y i n d i v i d u a l i t y and redeem i t 
w i t h a m y s t i c a l sense of u n i t y " ( 6 3 ) . Nietzsche's 
i n f l u e n c e can be d e t e c t e d elsewhere i n Schwartz's work. 
One of t h e poems i n Summer Knowledge, "Once and f o r A l l " , 
d e s c r i b e s t h e poet's development i n terms o f t h e i n f l u e n c e 
of A p o l l o and Dionysus. "Seurat's Sunday A f t e r n o o n along 
t h e Seine", one of Schwartz's v e r y b e s t l a t e r poems, 
i s concerned w i t h "a m y s t i c a l sense of u n i t y " , as w e l l 
as w i t h t h e moment t h a t N i e t z s c h e w r i t e s about when "man 
i s no l o n g e r an a r t i s t , he has become a work of a r t " 
( 6 4 ) . 
As a born poet Schwartz c o u l d n o t f o r s a k e p o e t r y , 
even i f f o r l o n g p e r i o d s he w r o t e none, and he c o u l d 
n o t f o r s a k e t h e demands t h a t p o e t r y made on him. I f being 
a poet p l a c e d him o u t s i d e normal s o c i e t y , t h e n he had 
t o t a k e up t h e r o l e o f o u t s i d e r . A faked sense o f 
community would b e t r a y h i s c a l l i n g , as would t h e use 
of easy, every-day language t h a t f a i l e d t o render 
a d e q u a t e l y t h e t r u t h o f h i s p e r c e p t i o n s : 
Every modern poet would l i k e t o be d i r e c t , 
l u c i d , and i m m e d i a t e l y i n t e l l i g i b l e , a t l e a s t 
most o f t h e t i m e . I n f a c t , one of t h e most 
f a n t a s t i c m i s c o n c e p t i o n s o f modern l i t e r a t u r e 
and modern a r t i n g e n e r a l i s t h e widespread 
d e l u s i o n t h a t t h e modern a r t i s t does not want 
and would n o t l i k e a v a s t p o p u l a r audience, 
i f t h i s were p o s s i b l e w i t h o u t the s a c r i f i c e 
o f some necessary q u a l i t y i n h i s work. But 
i t i s o f t e n n o t p o s s i b l e . And every modern 
poet would a l s o l i k e t o be s u c c e s s f u l , p o p u l a r , 
famous, r i c h , cheered on Broadway, sought by 
Hollywood, r e c i t e d on t h e r a d i o , and admired 
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by Mr. J. Donald Adams. The r e n u n c i a t i o n o f 
p o p u l a r i t y does n o t a r i s e f r o m any poet's d e s i r e 
t o p u n i s h h i m s e l f and d e p r i v e h i m s e l f o f these 
g l o r i o u s p r i z e s and d e l e c t a b l e rewards. The 
b a s i c cause i s a consciousness o f t h e powers 
and p o s s i b i l i t i e s o f language, a consciousness 
which cannot be d i s c a r d e d w i t h any more ease 
t h a n one can r e g a i n one's innocence. (65) 
A d i f f i c u l t l i f e , d i f f i c u l t a r t and d i f f i c u l t knowledge 
are t h i n g s f r o m which t h e honest w r i t e r cannot escape. 
Schwartz e x t o l s t h e v i r t u e s o f r e m a i n i n g f a i t h f u l t o 
the r i g o u r s o f t h e p o e t i c c a l l i n g a t t h e same time as 
he r e c o g n i z e s t h a t t h e a r t produced as a r e s u l t i s o n l y 
e l i t i s t by d e f a u l t , n o t by i n t e n t i o n . Enormous popular 
success i s s t i l l seen as d e s i r a b l e . Schwartz devoted 
tremendous energy t o c h a r t i n g t h e progress o f h i s own 
r e p u t a t i o n . Furthermore, though he recognized a 
d i s t i n c t i o n between h i g h and low a r t , i t was w i t h o u t 
assuming t h a t p o p u l a r a r t was n e c e s s a r i l y bad. He had 
a g r e a t p a s s i o n f o r t h e cinema and f o r b a s e b a l l , two 
o f t h e most d e m o c r a t i c e x p r e s s i o n s of American c u l t u r e . 
When he rev i e w e d f i l m s he saw no reason why he should 
not c o n s i d e r them i n t h e c o n t e x t o f M a t i s s e , Breughel 
and Finnegans Wake. 
I l l 
Schwartz's e a r l y argument t h a t t h e modern poet i s 
i s o l a t e d f r o m h i s f e l l o w man r e c e i v e s an i n t e r e s t i n g 
q u a l i f i c a t i o n i n a 1957 j o u r n a l e n t r y . Although t h i s 
dates f r o m towards t h e end o f h i s w r i t i n g c a r e e r and 
i s r o u g h l y contemporary w i t h t h e change of mind a l r e a d y 
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n o t e d i n "The Present S t a t e o f P o e t r y " , i t i n d i c a t e s 
an a t t i t u d e t o experie n c e t h a t was a l r e a d y apparent i n 
1938 i n Schwartz's f i r s t p u b l i s h e d volume o f work: 
Each o f us n a t u r a l l y t h i n k s o f h i m s e l f & h e r s e l f 
as an i n d i v i d u a l , as unique, and as separate 
& d i f f e r e n t from & a p a r t from o t h e r human beings 
a t l e a s t p a r t o f t h e t i m e , when we are alone 
or i n sleep's u n d e r w o r l d . The reason t h a t 
t h i s sense of t h e s e l f i s u n i v e r s a l t o one 
or a n o t h e r degree i s c l e a r enough whenever 
we a r e i n a p u b l i c p l a c e , among s t r a n g e r s — 
i n a g r e a t c i t y , f o r example, i n one of t h e 
h o t e l s , o r i n r a i l r o a d s t a t i o n s or i n t h e coach 
of a t r a i n . The v e r y n a t u r e o f p h y s i c a l b eing 
i s v i v i d evidence t h a t each o f us i s an 
i n d i v i d u a l — s e p a r a t e from a l l t h e o t h e r s o f 
our k i n d . But t h i s i m p r e s s i o n i s p r o f o u n d l y 
d e c e p t i v e and i n t h e end e s s e n t i a l l y f a l s e . 
I t i s an i l l u s i o n and i t i s a d e l u s i o n . Each 
of us, a t any moment whatever, e x i s t s as i n 
the s o l i t u d e o f a r a i l r o a d coach: t h e r e are 
o t h e r passengers seated behind us, next t o 
us, o r ahead o f us, and i n coaches ahead or 
behind t h e coach i n which we t h i n k we s i t i n 
s o l i t u d e : t h e o t h e r s who t r a v e l w i t h us a t 
every moment are those we have k n o w n — n o t o n l y 
our p a r e n t s , b r o t h e r s & s i s t e r s , b u t our 
f r i e n d s , t o o , and, e q u a l l y perhaps, those we 
have h a t e d or who have hated us, i n j u r e d us, 
e x c i t e d sorrow o r scorn i n us. (66) 
Schwartz begins by s t r e s s i n g n o t so much t h e i s o l a t i o n 
bu t t h e separateness o f t h e i n d i v i d u a l as a deeply f e l t 
e x p e r i e n c e . I m p o r t a n t l y , he argues t h a t i t i s when one 
i s w i t h o t h e r people, when t h e i n d i v i d u a l i s u s u a l l y 
seen as subsumed w i t h i n t h e crowd, t h a t i n d i v i d u a l i t y 
i s most s t r o n g l y f e l t . Yet t h i s experience of 
separateness i s s t i l l h e l d t o be f a l s e . The awareness 
of i n d i v i d u a l i t y t h a t one has i n a crowd cannot be denied 
as an e x p e r i e n c e d emotion, b u t Schwartz m a i n t a i n s t h a t 
i t i s u n t r u e as an e x p r e s s i o n o f p s y c h o l o g i c a l r e a l i t y . 
When t h e mother catches t h e f a t h e r w i t h h i s m i s t r e s s 
i n Genesis, a seminal moment f o r the son who witnesses 
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t h e scene, t h e commentary suggests t h a t t h i s "presents 
t h e b i g g e s t t r u t h , / Man's Nature i s t h i s 
b e i n g - i n - t h e - w o r l d " , a t r u t h t h a t means " a l l are 
p o l i t i c a l l " ( 6 7 ) . I n a 1939 r e v i e w o f R i l k e ' s Duino 
E l e g i e s Schwartz w r i t e s t h a t any t r e a t m e n t o f the 
i n d i v i d u a l as p u r e l y an i n d i v i d u a l i s an unwarranted 
a b s t r a c t i o n : 
The a b s t r a c t i o n c o n s i s t s o f c o n c e i v i n g of the 
i n d i v i d u a l as an i n d i v i d u a l o n l y , a man 
c o n f r o n t e d w i t h l i f e a l l by h i m s e l f . The ve r y 
g r e a t e s t p o e t r y , by comparison, grasps t he 
i n d i v i d u a l i n a m u l t i t u d e o f r e l a t i o n s h i p s , 
as a p r i n c e o f Denmark, a c i t i z e n o f F l o r e n c e , 
a member o f t h e house o f A t r e u s , and a human 
being i n a d e f i n i t e t i m e and p l a c e . (68) 
I t i s i n t e r e s t i n g t h a t Schwartz m a i n t a i n s t h a t t h i s i s 
an a b s t r a c t i o n t o which " l y r i c p oets and e s p e c i a l l y t h e 
rom a n t i c t r a d i t i o n are always bound". I t must be 
remembered t h a t i n "The I s o l a t i o n o f Modern Poetry" he 
cl a i m s t h a t l y r i c p o e t r y i s t h e c h a r a c t e r i s t i c modern 
p o e t i c form. I f such a b s t r a c t i o n i s an e r r o r towards 
which l y r i c p oets "always" t e n d , t h e n Schwartz appears 
t o be s u g g e s t i n g t h a t t h e r e i s an i n h e r e n t danger i n 
th e modern approach. His work can be seen as an attempt 
t o m i nimize t h i s danger. 
Schwartz i s concerned w i t h two d i f f e r e n t types o f 
r e l a t i o n s h i p t h a t m i l i t a t e a g a i n s t t h e i s o l a t i o n of the 
i n d i v i d u a l . One i s t h e s e t o f s o c i a l t i e s l i n k i n g the 
i n d i v i d u a l t o "a d e f i n i t e t i m e and p l a c e " . This i s the 
i n d i v i d u a l ' s more obvious c o n n e c t i o n w i t h s o c i e t y . The 
o t h e r t y p e i s i n t e r n a l . Thus i n Schwartz's r a i l r o a d 
coach c o n c e i t t h e i n d i v i d u a l ' s f e l l o w passengers, those 
behind him, i n f r o n t o f him and around him, a r e , i n an 
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a b r u p t s h i f t marked by the f i n a l c o l o n o f t h e l a s t 
sentence o f t h e passage, n o t a c t u a l l y o u t s i d e t h e 
i n d i v i d u a l , s u r r o u n d i n g him, but w i t h i n . They are the 
e m o t i o n a l c o n n e c t i o n s t h e i n d i v i d u a l has made d u r i n g 
h i s l i f e , n o t o n l y t o f a m i l y and f r i e n d s , b u t a l s o t o 
those who have aroused t h e n e g a t i v e emotions o f h a t r e d 
and s c o r n . 
The i n t e r n a l and e x t e r n a l types o f r e l a t i o n s h i p 
between t h e i n d i v i d u a l and t h e w o r l d are presented i n 
Schwartz's work as e x i s t i n g i n a s t a t e o f t e n s i o n w i t h 
opposing, a l i e n a t i n g f o r c e s . N e i t h e r l i n k can be broken 
or i g n o r e d , y e t t h e y are s t i l l under g r e a t p r e s s u r e . 
Schwartz's r e l i a n c e on an urban s e t t i n g i s p e r f e c t l y 
s u i t e d t o t h e t a s k o f p o r t r a y i n g t h e i n d i v i d u a l as alone 
even when surrounded by o t h e r s . Two l i n e s i n h i s j o u r n a l 
e n c a p s u l a t e t h e d u a l r o l e t h a t t h e c i t y can p l a y : 
0 may I w r i t e a Walden o f t h e c i t y l i f e ! 
L i v i n g a l o n e a year i n t h e g r e a t c i t y — (69) 
Schwartz expresses a d e s i r e t o l i v e i n a pl a c e i n h a b i t e d 
by m i l l i o n s o f people, y e t a t t h e same ti m e he wishes 
t o emulate t h e a r t i s t i c e n t e r p r i s e o f a man who chose 
t o l i v e a l o n e , " i n t h e m i d s t o f n a t u r e " , away from s o c i e t y 
f o r over two years ( 7 0 ) . 
A t f i r s t t h e two impulses may seem c o n t r a d i c t o r y . 
Thoreau w r i t e s about h a v i n g " t h i s v a s t range and c i r c u i t , 
some square m i l e s o f un f r e q u e n t e d f o r e s t , f o r my p r i v a c y " 
( 7 1 ) . C l e a r l y , t h e c i t y d w e l l e r cannot experience a 
s i m i l a r . s e c l u s i o n . Yet Thoreau recog n i z e s t h a t i t i s 
n o t t r u l y t h e p r o x i m i t y o f o t h e r s t h a t determines one's 
exp e r i e n c e o f b e i n g a l o n e : 
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We are f o r the most p a r t more lo n e l y when we 
go abroad among men than when we stay i n our 
chambers. A man t h i n k i n g or working i s always 
alone, l e t him be where he w i l l . Solitude i s 
not measured by the miles of space t h a t 
intervene between a man and h i s f e l l o w s . (72) 
For him, as f o r Schwartz, s o l i t u d e i s not necessarily 
the outcome of a physical s i t u a t i o n , but a s p i r i t u a l 
c o n d i t i o n . The l i t e r a r y advantage of an urban s e t t i n g 
i s t h a t i t h i g h l i g h t s the problem of i n d i v i d u a l s o l i t u d e . 
I t emphasizes the absence of a causal l i n k between the 
p r o x i m i t y of others and f e e l i n g s of s o l i t u d e . 
G. M. Hyde begins hi s essay "The Poetry of the C i t y " 
w i t h the f o l l o w i n g observation: 
I t could be argued t h a t Modernist l i t e r a t u r e 
was born i n the c i t y and w i t h 
B a u d e l a i r e — e s p e c i a l l y w i t h h i s discovery t h a t 
crowds mean lonel i n e s s and t h a t the terms 
"multitude" and " s o l i t u d e " are interchangeable 
f o r a poet w i t h an a c t i v e and f e r t i l e 
imagination. (73) 
His reference i s t o a passage from "Les Foules" i n Le 
Spleen de Paris (74). As has already been noted, i n "The 
I s o l a t i o n of Modern Poetry" Schwartz too describes 
Baudelaire as " e i t h e r the f i r s t or the t y p i c a l modern 
poet". I n Dionysus and the C i t y Monroe K. Spears w r i t e s 
of "the l i t e r a l and p h y s i c a l c i t y " , observing t h a t " t h i s 
c i t y i s the l i t e r a l environment and scene, and hence 
a p a r t of the subject, of most modern l i t e r a t u r e " (75). 
He claims t h a t "Dante and Baudelaire are the poets whose 
i n f e r n a l v i s i o n s haunt the modern w r i t e r ; or else images 
of snow, desert, and the s e a — t h e opposite of the C i t y " 
(76) . 
I n "Views of a Second V i o l i n i s t " Schwartz makes 
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the f o l l o w i n g claim: 
Any modern poet e x i s t s i n an inescapable 
r e l a t i o n s h i p t o a l l the modern and modernist 
poetry which has been w r i t t e n since Baudelaire. 
He can choose t o disregard or f o r g e t about 
t h i s complicated r e l a t i o n s h i p ; but i f he does, 
he i s d e p r i v i n g himself of what i s an important 
p a r t of h i s i n h e r i t a n c e as a poet, and a 
powerful presence i n the minds of everyone 
who i s capable of reading poetry. (77) 
Schwartz's approach t o urban poetry f o l l o w s t e r r i t o r y 
already charted by the l i k e s of Baudelaire and E l i o t . 
The l i t e r a r y heroes, the i n f l u e n t i a l "great men", t h a t 
he i d e n t i f i e s i n Shenandoah are Joyce, E l i o t , Pound, 
R i l k e , Yeats, Kafka, Perse and Mann (78). 
I n Dionysus and the C i t y and John H. Johnston's 
The Poet and the C i t y g e n e r a l i z a t i o n s about the nature 
of modern urban poetry r e g u l a r l y f i t the s p e c i f i c case 
of Schwartz's work. Spears makes the f o l l o w i n g 
observation: 
the great e a r l y modern w r i t e r s a l l 
tended t o f e e l t h a t they were witnessing the 
end of an era, t h a t the values t h a t had governed 
Western c i v i l i z a t i o n f o r the past four centuries 
were doomed. But, though t h i s sense of 
cataclysmic change, of c o l l a p s i n g and 
d i s i n t e g r a t i n g c i v i l i z a t i o n , i s profoundly 
important i n t h e i r work, i t does not mean t h a t 
they abandon the v i s i o n of man i n society, 
the image of the C i t y . (79) 
"The I s o l a t i o n of Modern Poetry", w i t h i t s emphasis on 
the poet's dependence on an i n c r e a s i n g l y outmoded 
world-view, taps i n t o j u s t such a sense of decaying 
values. I n a short autobiographical essay, "Memoirs 
of a M e t r o p o l i t a n C h i l d , Memoirs of a Giant Fan", Schwartz 
w r i t e s from the perspective of 1958, a time when " i t 
i s d i f f i c u l t t o believe t h a t many human beings do not 
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know t h a t they are l i v i n g through the most apocalyptic 
and t e r r i f y i n g century since the f a l l of Rome" (80). 
He i s concerned, however, w i t h h i s childhood years during 
the 1920s when American l i f e seemed a l l optimism and 
progress. He recounts how Oswald Spengler's The Decline 
of the West shattered h i s f a i t h i n the i n e v i t a b i l i t y 
of t h i s progress, making him doubt the p o s s i b i l i t y of 
any longer producing great poetry, and causing him t o 
see the c i t y as suddenly " u n f r i e n d l y and d i s t a n t " , a 
"vast and mobile and ubiquitous evidence t h a t Spengler 
was r i g h t " (81). He also r e c a l l s the i n d i f f e r e n c e or 
h o s t i l i t y he encountered both at home and at school as 
a professed poet and book reader, a t t i t u d e s t h a t play 
such a p a r t i n "The I s o l a t i o n of Modern Poetry". 
Yet there i s a subversive element t o the treatment 
of h i s childhood obsessions. The extent t o which the 
young Schwartz takes t o heart the message of Spengler's 
book comes t o seem i n c r e a s i n g l y absurd. He sees the 
decline of western c i v i l i z a t i o n a c t u a l i z e d i n the f a i l u r e 
of the New York Giants and i n h i s own poor performance 
i n school exams. His "obsession w i t h h i s t o r y , 
c i v i l i z a t i o n , the f u t u r e , and pedestrianism" (82) i s 
the "grandiose" behaviour of "a precocious egomaniac" 
(83). Robert P h i l l i p s observes t h a t "Schwartz knew t h a t 
the serious and the funny are one" and t h a t he makes 
his use of humour "an escape—not from t r u t h , but from 
despair" (84). Schwartz, i n an essay on John Crowe Ransom, 
contends t h a t "when the poet i s regarded as a strange, 
rare and abnormal being, i t i s n a t u r a l t h a t he should 
mock at the same time as he enjoys the language of the 
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grand manner" (85). I n the same essay he compares Ransom 
t o Wallace Stevens, maintaining t h a t "both poets make 
a l i k e use of dandyism of surface, of i r o n y , and of a 
mock-grand s t y l e " (86). McDougall r i g h t l y i d e n t i f i e s 
these t r a i t s as elements i n Schwartz's own work: 
For the most p a r t , Schwartz's f i c t i o n a l s t y l e 
i s t h a t of a man who sees through and around 
everything; who, furthermore, i s detached and 
i r o n i c even i n respect t o himself. Often the 
very act of consciousness has an i n f l e c t i o n 
of self-mockery. (87) 
I n t e r e s t i n g l y , i r o n y plays a much greater p a r t i n 
Schwartz's prose than i n h i s poetry, though not j u s t 
i n h i s f i c t i o n a l work. Moreover, i t i s not merely a 
f u n c t i o n of language. I t i s not a l l "surface" and "a 
mock-grand s t y l e " . Rather, i n an essay such as "Memoirs 
of a M e t r o p o l i t a n C h i l d , Memoirs of a Giant Fan", the 
underlying approach t o the subject i s i r o n i c . I t i s 
d i f f i c u l t t o t e l l how much f a i t h t o place i n the story 
of Schwartz's s t r u g g l e w i t h Spengler as a piece of 
autobiographical w r i t i n g , but i n i t Schwartz mocks 
himself, h i s a t t i t u d e s and the very idea of western 
c i v i l i z a t i o n ' s d e c l i n e , a t the same time as he ostensibly 
takes a l l three very s e r i o u s l y . He appears t o adopt 
a t y p i c a l l y Modernist stance on the collapse of society 
and accepted values, as described by Spears, while h i s 
a t t i t u d e i s a c t u a l l y deeply ambivalent. 
John H. Johnston maintains t h a t both "Baudelaire 
and E l i o t see the metropolis as a s p i r i t u a l c o ndition 
as w e l l as a p h y s i c a l and s o c i a l r e a l i t y " (88), r e f e r r i n g 
t o "a dramatization of the poet's consciousness i n terms 
of symbolic place" (89). Spears observes t h a t " f o r the 
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great modern w r i t e r s , the l i n e between l i t e r a l and 
symbolic C i t y i s . . . tenuous" (90). The c i t y i n 
Schwartz's poetry i s j u s t such a mixture of the physical 
and s p i r i t u a l , as w i l l be shown by a l a t e r examination 
of s p e c i f i c poems. 
However, i t i s i n t e r e s t i n g t o note t h a t Schwartz's 
approach diverges from E l i o t ' s i n at l e a s t one respect. 
The l i n k s between the two poet's work are clea r . Bruce 
Bawer traces many of these i n The Middle Generation. 
He p o i n t s , f o r instance, t o Schwartz's " I n the Naked 
Bed, I n Plato's Cave", suggesting t h a t t h i s quotes from 
The Waste Land and recasts "Preludes" (91). Other 
examples can be found. "Sonnet: 0 C i t y , C i t y " borrows 
a phrase from The Waste Land f o r i t s t i t l e (92). Yet, 
while E l i o t may r e f e r t o the "Unreal C i t y " , as Johnston 
observes, he "does not permit h i s symbolic desert 
landscape t o diminish our sense of the r e a l c i t y ; he 
describes London w i t h a s u r p r i s i n g degree of 
p a r t i c u l a r i t y " (93). Thus one feature of The Waste Land 
i s the way i n which a whole v a r i e t y of p a r t i c u l a r places 
are named. Schwartz tends not t o do t h i s i n his poetry. 
Consequently, more emphasis i s placed on the c i t y as 
something generalized, r a t h e r than as a s p e c i f i c , 
i n h a b i t e d place. On the two most important occasions 
when Schwartz does r e l y on named c i t y l o c a t i o n s , i n "Far 
Rockaway" and "Seurat's Sunday Afternoon along the Seine", 
he i s concerned w i t h urban r e s o r t s . These are 
semi-natural havens contained w i t h i n the bounds of the 
c i t y where urban man can s t i l l f i n d escape and r e l a x a t i o n . 
I n "Seurat's Sunday Afternoon along the Seine" Schwartz 
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r e f e r s t o such an area as "the r e a l c i t y " (94). 
IV 
The imagery t h a t Schwartz uses i n r e c r e a t i n g the 
"disorder" of the urban environment o r i g i n a t e s p r i m a r i l y 
i n a f a i r l y l i m i t e d number of stock s e t t i n g s : 
One who r i d e s i n a subway t r a i n knows very 
w e l l how advertisements, l i g h t s , s t a t i o n s , 
the faces i n another passing t r a i n , are a l l 
s h u f f l e d together. Or when one walks i n crowds 
one i s amid thousands unknown t o each other. 
Or i n reading the d a i l y newspaper, one i s faced 
w i t h a fund of events which are together mainly 
because they occurred upon the same date. The 
subway, the crowds, and the newspaper are merely 
easy examples. The p o i n t i s t h a t the w r i t e r 
who has a sense of h i s own time and a sense 
of i n t e l l e c t u a l r e s p o n s i b i l i t y toward h i s own 
experience must of necessity attempt t o digest 
i n t o h i s poetry these types of disorder. (95) 
Schwartz may w r i t e t h a t "the subway, the crowds, and 
the newspaper are merely easy examples", but they 
nevertheless serve an important r o l e i n h i s work. They 
assume the status of paradigmatic representations of 
the c i t y . They can be found appearing over and over 
again i n Schwartz's work. Alongside another c r u c i a l 
s e t t i n g , the c i t y b u i l d i n g , these stock sources of imagery 
can be found i n at l e a s t eleven of Schwartz's poems. 
A d e t a i l e d examination of three e a r l y poems, "Father 
and Son", "Tired and Unhappy, You Thin]: of Houses" and 
"Sonnet: 0 C i t y , C i t y " , w i l l underline Schwartz's r e l i a n c e 
on them. 
McDougall w r i t e s about how Schwartz uses c i t y images 
t o "symbolize the inescapable r e a l i t y t h a t opposes the 
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imagination, idealism, and transcendence t h a t compose 
the other h a l f of the poet's world" (96). "Sonnet: 0 
C i t y , C i t y " deals w i t h j u s t such an opposition. The octet 
expresses the h o r r o r of urban l i f e : 
To l i v e between terms, t o l i v e where death 
Has h i s loud p i c t u r e i n the subway r i d e . 
Being amid s i x m i l l i o n souls, t h e i r breath 
An empty song suppressed on every side. 
Where the s l i d i n g auto's catastrophe 
I s a gust past the curb, where numb and high 
The o f f i c e b u i l d i n g r i s e s t o i t s tyranny. 
I s our anguished diminution u n t i l we d i e . (97) 
McDougall's suggestion t h a t "his loud p i c t u r e " i s "perhaps 
a reference t o garish advertisements as manifestations 
of s p i r i t u a l emptiness" i s not h e l p f u l (98); the subway 
i t s e l f i s seen as a representation of death. Schwartz's 
use of t h i s idea i s not unusual. E l i o t makes use of 
i t m "Burnt Norton", which was f i r s t published i n 1936. 
and so predates Schwartz's poem. The connection between 
the underground, h e l l and death i s clea r . However, death 
i s not merely t o be found i n the subway. I t i s there 
by i m p l i c a t i o n i n the car's "catastrophe" and i n the 
b u i l d i n g ' s "tyranny" (99). 
Schwartz has s t r u c t u r e d the octet around a 
manipulation of ideas about the nature of l i f e and death. 
"To l i v e between terms" i s t o be i n a form of limbo, 
a d e a t h - i n - l i f e . He points up t h a t manipulation i n the 
f i r s t l i n e where the line-break throws emphasis on the 
apparent paradox of "to l i v e where death". More 
i m p o r t a n t l y , he presents the d e a t h - i n - l i f e limbo w i t h 
cumulative force between the two poles of "To l i v e " at 
the beginning of the stanza and " u n t i l we die" at i t s 
end. Achieving t h i s e f f e c t requires a considerable 
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wrenching of the syntax. This u n f o r t u n a t e l y means t h a t 
the octet's f i n a l l i n e i s d i f f i c u l t t o read w e l l , the 
weakness of the abstract "diminution" increasing the 
problem, so t h a t the r e s o l u t i o n i s inadequate t o the 
power of the preceding l i n e s . 
The sestet i s concerned w i t h a longing f o r 
self-expression, f o r "the a c t u a l i t y / Of a voice speaking 
the mind's knowing". I t deals w i t h the "transcendence" 
of which McDougall w r i t e s , yet presents i t as a desired, 
perhaps even unachievable s t a t e . The sentiment i s s i m i l a r 
t o t h a t i n "The Heavy Bear Who Goes With Me". There, 
the i n d i v i d u a l , a res i d e n t of "the hate-ridden c i t y " , 
agonizes over how the grossness of h i s own body i s an 
inescapable b a r r i e r t o love, "although a word / Would 
bare my heart and make me c l e a r " (100). The notion i n 
"Sonnet: 0 C i t y , C i t y " of expressing "the mind's knowing", 
of having "the s e l f a r t i c u l a t e , a f f e c t i o n a t e , and 
f l o w i n g " , i s r e a d i l y understandable i n terms of Freudian 
therapy. 
As i t s t i t l e suggests, "Sonnet: 0 C i t y , C i t y " i s , 
to some extent, a formal exercise i n the treatment of 
a theme. The abrupt s h i f t i n subject matter from the 
oct e t t o the se s t e t , each being contained w i t h i n single 
sentences, and the r e l i a n c e on a b s t r a c t i o n together 
emphasize the f o r m a l i t y of Schwartz's approach. Bruce 
Bawer maintains t h a t E l i o t ' s i n f l u e n c e led the middle 
generation poets t o produce work i n the earl y years of 
t h e i r careers t h a t does not attempt t o "capture a state 
of emotion but t o convey an i n t e l l e c t u a l experience" 
(101). "Sonnet: 0 C i t y , C i t y " i s j u s t such an 
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" i n t e l l e c t u a l experience", and i t s themes, the c i t y as 
death and urban man's desire f o r self-expression, are 
f a i r l y conventional. I t s more singular p r o p e r t i e s w i l l 
become c l e a r w i t h a discussion of "Tired and Unhappy, 
You Think of Houses". 
I n t h a t poem the poet creates a p i c t u r e of domestic 
comfort and s e c u r i t y where youth i s innocent, the old 
are content, and servants do the work. The atmosphere 
i s one of r e l a x a t i o n as evening fades i n t o n i g h t . 
However, suddenly, i n mid-sentence, Schwartz shatters 
t h i s mood: 
I t i s time t o shake y o u r s e l f ! and break t h i s 
Banal dream, and t u r n your head 
Where the underground i s charged, where the weight 
Of the lean b u i l d i n g s i s seen. 
Where close i n the subway rush, anonymous 
I n the audience, well-dressed or mean. 
So many surround you, r i n g i n g your f a t e . 
Caught i n an anger exact as a machine! (102) 
The c i t y imagined here has much i n common w i t h "Sonnet: 
0 C i t y , C i t y " . Again, the subway i s an important element. 
There i s the same sense of claustrophobia, of l o s t 
humanity. Now, though, the poet urges an acceptance, 
almost an embracing, of the horror. The v i s i o n of peace 
at the beginning of the poem i s dismissed w i t h s u r p r i s i n g 
contempt as a "Banal dream". Such domestic happiness 
i s not r e a l i n the way t h a t the underground, the buildings 
and the crowd are r e a l . I t i s p a r t of a s e l f - i n d u l g e n t 
fantasy e n t e r t a i n e d at a moment of weakness when "Tired 
and unhappy". The i m p l i c a t i o n , a d i f f i c u l t message, 
i s t h a t modern man must be strong enough to face the 
r e a l i t y of modern l i f e , even though i t may consume him. 
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The c h i l d s i n ging "That song of Gluck where Orpheus 
pleads w i t h Death" i s p a r t of the b a n a l i t y of the dream 
because her song o f f e r s the hope t h a t h e l l can be escaped 
and death open t o persuasion. However, t h i s moment also 
p r e f i g u r e s the s h i f t i n the second h a l f of the poem, 
because, of course, despite h i s a r t i s t r y , and despite 
any beauty i n Gluck's song, i n the myth Orpheus f a i l s 
i n h i s mission. Death keeps Eurydice. I n the same way, 
the i n d i v i d u a l i n the poem has t o t u r n back t o the 
underground. Hope i s f a l s e , or, as Schwartz puts i t 
i n "Fun w i t h the Famous, Stunned by the Stars", "give 
me enough hope and I ' l l hang myself" (103). 
I n Genesis a ghost observes t h a t Hershey Green "seems 
to encounter concrete a b s t r a c t i o n s " (104). Jay L. Hallo's 
essay, "Delmore Schwartz's F e l t Abstractions", describes 
how Schwartz creates "a poetry of ideas whose sheer weight 
can be f e l t " (105). When successful, he "moves e a s i l y 
back and f o r t h between the abstract and the concrete, 
the p h y s i c a l concrete" (106). Halio explains how, f o r 
instance, " I n the Naked Bed, i n Plato's Cave" operates 
so t h a t "the idea i s f e l t before i t i s understood, or 
ra t h e r the idea i s f i n a l l y both f e l t and understood 
simultaneously" (107). Although he does not use them 
as examples, i t i s cle a r t h a t Hallo's argument also 
applies t o "Tired and Unhappy, You Think of Houses" and 
to "Sonnet: 0 C i t y , C i t y " . Both these poems end w i t h 
ideas t h a t have already been " f e l t " . There i s no attempt 
t o specify who or what i s angry i n "Tired and Unhappy, 
You Think of Houses". However, what i t means t o be 
"Caught" i n t h a t "anger" i s understood by the reader 
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because the explanation l i e s i n the preceding f i v e l i n e s 
of the poem. The "charged" underground, the b u i l d i n g s ' 
"weight" and the "close" subway crowd a l l c o n t r i b u t e 
t o the sense of entrapment. Likewise, i n "Sonnet: 0 
C i t y , C i t y " the idea of one's "diminution" i s p r e f i g u r e d 
i n the "suppressed" breathing and i n the "numb and high" 
b u i l d i n g . 
Halio also comments on how, " i n order t o discover 
(or rediscover) the r e a l i t y of a c t u a l experience, Schwartz 
turns from a b s t r a c t i o n s t o something he can a c t u a l l y 
f e e l or touch, even when . . . the gesture boomerangs 
i n t o another a b s t r a c t i o n or analogy" (108). However, 
and t h i s i s s u r e l y much more unusual, the opposite i s 
also t r u e : Schwartz turns t o abstractions t o a c t u a l i z e 
experience. As p a r t of h i s evidence t h a t Schwartz moves 
e a s i l y between concrete images and abstractions, Halio 
notes how " i n v e r t e d metaphors or s i m i l e s " are sometimes 
used, quoting the d e s c r i p t i o n of pears as being "useless 
and s o f t / Like used hopes" (109). What he does not 
note i s t h a t the d e s c r i p t i o n i s s t r i k i n g because, among 
other t h i n g s , i t i s a comparison w i t h an a b s t r a c t i o n 
t h a t makes the d e s c r i p t i o n of something physical more 
v i v i d , more r e a l . A s i m i l a r process takes place i n 
"Sonnet: 0 C i t y , C i t y " w i t h "the s l i d i n g auto's 
catastrophe". I t i s the a b s t r a c t i o n t h a t makes the image 
of the car v i v i d and s o l i d l y p h y s i c a l . 
Halio believes t h a t Schwartz's a b i l i t y t o switch 
from a b s t r a c t i o n s t o physical images r e f l e c t s "a c o n f l i c t 
between an earthbound sens u a l i t y and a soaring 
s p i r i t u a l i t y , between the a c t u a l i t y of concrete, m a t e r i a l 
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existence and i t s muddying e f f e c t upon man's conception 
of pure idealism" (110). However, Schwartz's abstractions 
cannot always be explained l i k e t h i s . The car's 
"catastrophe" and even those "used hopes" are not r e a l l y 
aspects of a "soaring s p i r i t u a l i t y " . They are the r e s u l t 
of a c e r t a i n q u a l i t y of mind evident i n Schwartz's work 
t h a t t r e a t s ideas as though they were t a n g i b l e . Things 
and ideas operate at the same l e v e l and can be used t o 
r e i n f o r c e each other. The same associ a t i v e a b i l i t y can 
be detected i n Schwartz's approach t o the senses. Halio 
w r i t e s about Schwartz's use of t a c t i l e imagery, but i n 
"Tired and Unhappy, You Think of Houses" "the weight 
/ Of the lean b u i l d i n g s i s seen", i t i s not f e l t . 
The success of t h i s approach i s p a r t l y dependent 
on the novelty of the associations created. Even though 
the "anger exact as a machine" of "Tired and Unhappy, 
You Think of Houses" has already been " f e l t " i n preceding 
l i n e s , i t could not be deduced from them a n a l y t i c a l l y . 
The name t h a t Schwartz gives t o the sense of urban 
claustrophobia created i n the poem comes as a surprise. 
I t i s a su r p r i s e a l l the more s t r i k i n g because he uses 
a human emotion t o characterize a dehumanizing, impersonal 
force and then l i k e n s i t t o the operation of a machine. 
By a s c r i b i n g mechanical exactness t o the "anger", he 
not only alludes t o the i n d u s t r i a l nature of modern urban 
l i f e , but also suggests the i m p l a c a b i l i t y of an 
inescapable f a t e . Conversely, the "anguished diminution" 
of "Sonnet: 0 C i t y , C i t y " adds l i t t l e t o what has already 
been " f e l t " i n the poem, another reason f o r i t s 
comparative f a i l u r e as an ending. 
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One phrase i n "Tired and Unhappy, You Think of 
Houses", "anonymous / I n the audience", can also be found 
i n "Father and Son": 
See the evasions which so many don, 
To f l e e the g u i l t of time they become one. 
That i s , the one number among masses. 
The one anonymous i n the audience. 
The one expressionless i n the subway. 
I n the subway evening among so many faces. 
The one who reads the d a i l y newspaper. 
Separate from actor and a c t , a member 
Of p u b l i c o p i n i o n , never involved. ( I l l ) 
Although the poem has already been discussed, t h i s 
p a r t i c u l a r passage merits f u r t h e r a t t e n t i o n . I t contains 
a l l those elements, "the subway, the crowds, and the 
newspaper", t h a t are considered by Schwartz t o be "merely 
easy examples" of modern urban disorder. As i n "Tired 
and Unhappy, You Think of Houses" and "Sonnet: 0 C i t y , 
C i t y " , man i s seen i n the subway crowd. The i n d i v i d u a l 
i n t h i s crowd i s "anonymous", "expressionless". He i s 
"one number among masses", a number i n d i s t i n g u i s h a b l e 
among a l l the others. This i s not the oneness of 
i n d i v i d u a l i t y , but of an absence of separate i d e n t i t y 
and of humanity: "they become one". The word "one" appears 
f i v e times, d r i v i n g home the sense of facelessness. 
The i n d i v i d u a l takes on the nature of the crowd. His 
f e e l i n g s , h i s reactions are not h i s own. They are those 
of the mass. He i s "a member / Of p u b l i c opinion, never 
involved". He i s passive, a r e c i p i e n t of others' 
r e a c t i o n s , a newspaper reader. 
The d e s c r i p t i o n of the newspaper reader as "Separate 
from actor and act" i d e n t i f i e s him w i t h "The one anonymous 
i n the audience". Both are seen t o be i n e s s e n t i a l l y 
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the same s i t u a t i o n , witnessing actions i n which they 
take no p a r t . The way i n which Schwartz has s t r u c t u r e d 
the two single-sentence passages quoted from "Father 
and Son" and "Tired and Unhappy, You Think of Houses" 
suggests the s i g n i f i c a n c e of "anonymous i n the audience". 
The two passages l i s t d i f f e r e n t aspects of experience 
t h a t nevertheless have the same e f f e c t on the i n d i v i d u a l . 
However, the various clauses r e l a t e t o each other only 
loosely. The r e s u l t i s t h a t the apparent d i s t i n c t i o n s 
between the d i f f e r e n t items on the l i s t s lose c l a r i t y . 
The various items may be separate, but they are also 
extensions and rephrasings of the same basic experience. 
This i s a demonstration of Johnston's "dramatization 
of the poet's consciousness i n terms of symbolic space". 
The b l u r r i n g of d i s t i n c t i o n s i s p a r t i c u l a r l y apparent 
i n "Tired and Unhappy, You Think of Houses". I t i s 
possible t o i n t e r p r e t the l i n e s as c a l l i n g f o r the 
i n d i v i d u a l t o t u r n t o a number of d i f f e r e n t places where 
he w i l l f i n d , separately, the subway, the bu i l d i n g s and 
the audience. Yet ne i t h e r here nor i n "Father and Son" 
does Schwartz a c t u a l l y s p e cify a theatre s e t t i n g f o r 
the audience. As the sentence stands, the immediate 
assumption i s t h a t the audience i s i n the subway. 
I f the audience i s indeed the subway passengers, 
then the impact of "anonymous i n the audience" i s f a r 
greater. The i m p l i c a t i o n i s t h a t even when going about 
hi s ordinary business the i n d i v i d u a l i s s t i l l i n some 
way uninvolved i n the a c t i o n , "Separate from actor and 
act". Yet the a c t i o n from which he i s separated i s i n 
p a r t the a c t i o n of h i s own l i f e . He i s a spectator at 
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the play of h i s own existence. Not only, t h e r e f o r e , 
i s there a s p l i t between actor and act, but there i s 
also a f u r t h e r s p l i t between the actor and himself. 
Part of the i n d i v i d u a l acts and p a r t merely watches t h i s 
happen. The a l i e n a t i o n of the i n d i v i d u a l from his 
surroundings i s a r e f l e c t i o n of a deeper-seated a l i e n a t i o n 
w i t h i n him. 
The use of "anonymous i n the audience" accords w i t h 
Schwartz's treatment of the Narcissus myth. The i n d i v i d u a l 
i n the poems i s a Narcissus f i g u r e d i v i d e d from himself. 
He i s h i s own passive audience. The d i v i s i o n w i t h i n 
the s e l f may be p a r t l y i n h e r e n t , but i t i s also l i n k e d 
t o the d e r a c i n a t i o n of modern urban l i f e . The i n d i v i d u a l , 
"Separate from actor and a c t " , when he himself i s t h a t 
actor, i s a t home i n a society which, i n i t s 
claustrophobia and anonymity, encourages a separation 
from e x t e r n a l l i f e . 
Schwartz's most famous short s t o r y , " I n Dreams Begin 
R e s p o n s i b i l i t i e s " , the t i t l e piece of his f i r s t volume, 
depicts the n a r r a t o r watching the events surrounding 
the decision of h i s parents t o marry "as i f I were i n 
a motion p i c t u r e t h e a t r e " (112). As the narrator relaxes 
i n the darkened t h e a t r e , he comments, " I am anonymous, 
and I have f o r g o t t e n myself" (113). The connection 
between t h i s comment and "anonymous i n the audience" 
i s unmistakable. The n a r r a t o r may not be watching himself 
on the screen, but he i s watching the moments t h a t 
determined not only h i s conception but also, by 
i m p l i c a t i o n , both h i s past and h i s f u t u r e . The screen 
can be seen as p a r t of a series of images, i n c l u d i n g 
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the m i r r o r and the r i v e r , t h a t r e l a t e t o Schwartz's 
i n t e r p r e t a t i o n of the Narcissus myth. The nar r a t o r i s 
looking a t r e f l e c t e d images t h a t provide him w i t h a deeper 
understanding of h i s l i f e . R e a lizing the importance 
of what he i s seeing, he f i r s t t r i e s t o prevent h i s 
parents g e t t i n g together and then, having f a i l e d at t h i s , 
t o heal t h e i r f i r s t portentous breach. However, since 
he i s viewing a l l t h i s as i t i s played out on a screen, 
he i s doomed t o f a i l i n h i s attempts t o influence events. 
As i n the poem, he i s "Separate from actor and act". 
He i s ushered from the cinema f o r making a disturbance 
and t o l d t o stop worrying about matters beyond h i s 
c o n t r o l . He has t o acknowledge the predetermined nature 
of h i s existence and yet take r e s p o n s i b i l i t y f o r h i s 
acti o n s . 
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CHAPTER THREE 
The E a r l y S h o r t S t o r i e s 
Schwartz produced two volumes o f s h o r t s t o r i e s . 
The f i r s t . The World i s a Wedding, was p u b l i s h e d i n 1948. 
A l l b u t one o f i t s s t o r i e s had a l r e a d y appeared i n f u l l 
i n a v a r i e t y o f magazines, some as e a r l y as 1937. The 
second. S u c c e s s f u l Love and Other S t o r i e s , appeared i n 
1961, c o l l e c t i n g work p u b l i s h e d between 1952 and 1959, 
as w e l l as p r i n t i n g two new s t o r i e s . There are marked 
d i f f e r e n c e s i n s u b j e c t m a t t e r , s t y l e and tone between 
these two c o l l e c t i o n s . The c r i t i c a l tendency has been 
t o r e g a r d t h e former as c o n t a i n i n g Schwartz's best work 
as a s h o r t s t o r y w r i t e r . James A t l a s notes t h a t none 
of t h e o r i g i n a l r e v i e w s o f The World i s a Wedding were 
h o s t i l e ( 1 ) . He a l s o quotes Robert F l i n t ' s e v a l u a t i o n 
of i t as "the d e f i n i t i v e p o r t r a i t o f t h e Jewish middle 
c l a s s i n New York d u r i n g t h e Depression" ( 2 ) , d e s c r i b i n g 
h i m s e l f how t h e book p r o v i d e s b o t h "a b r i l l i a n t 
s e l f - p o r t r a i t " and "a p o r t r a i t o f two g e n e r a t i o n s : 
Delmore's p a r e n t s and those second-generation Jews known 
as t h e New York i n t e l l e c t u a l s (many o f whom c o u l d 
r e c o g n i z e themselves i n these s t o r i e s ) " ( 3 ) . 
One o f those "New York i n t e l l e c t u a l s " , I r v i n g Howe, 
when d i s c u s s i n g " I n Dreams Begin R e s p o n s i b i l i t i e s " , admits 
t h a t "those o f us who read i t a t t h e ti m e r e a l l y d i d 
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e x p e r i e n c e a shock o f r e c o g n i t i o n " (4) 
T h i s sense t h a t Schwartz had found b o t h v o i c e 
and metaphor f o r our own c l a u s t r a l but i n t e n s e 
e x p e r i e n c e — t h i s , more t h a n any o b j e c t i v e 
judgement o f h i s t e c h n i c a l s k i l l — m u s t have 
been t h e source of our s t r o n g response. We 
heard a v o i c e t h a t seemed our own, though i t 
had never r e a l l y e x i s t e d u n t i l Schwartz i n v e n t e d 
i t : a v o i c e a t home w i t h t h e speech of people 
n o t q u i t e a t home w i t h E n g l i s h speech. (5) 
P a r t o f t h e reason why S u c c e s s f u l Love and Other S t o r i e s 
has s u f f e r e d c r i t i c a l i l l - f a v o u r i s t h e g e n e r a l b e l i e f 
t h a t i n l a t e r years Schwartz l o s t h i s v o i c e . 
Howe notes Schwartz's " t e c h n i c a l b r a v u r a " ( 6 ) , t h e 
" d i s t i n c t i v e l y urban" tone of t h e s t o r i e s , and comments 
on how t h e y "were p u t t o g e t h e r i n a form t h a t Schwartz 
was making h i s own": 
l o n g e r t h a n t h e s t o r y but s h o r t e r 
t h a n t h e n o v e l e t t e , w i t h l i t t l e v i s i b l e p l o t 
b u t much entanglement o f r e l a t i o n s h i p among 
c h a r a c t e r s , s t y l i z e d d i a l o g u e r e p l a c i n g a c t i o n 
or drama, and a major dependence on passages 
of commentary, i r o n i c t a g s , d e f l a t e d epigrams, 
and s k i t t i s h v e n t u r e s i n t o moral r h e t o r i c . 
(7) 
Indeed, p a r t o f t h e i r o n y of t h e s t o r i e s i s the way i n 
w hich t h e y p r o v i d e commentaries on t h e i r own form: 
Shenandoah was exhausted by h i s mother's 
s t o r y . He was s i c k of t h e mood i n which he 
had l i s t e n e d , t h e i r o n y and t h e contempt which 
had t a k e n h o l d of each new event. He had 
l i s t e n e d f r o m such a d i s t a n c e t h a t what he 
saw was an o u t l i n e , a c a r i c a t u r e , and an 
a b s t r a c t i o n . How d i f f e r e n t i t might seem, 
i f he had been a b l e t o see these l i v e s from 
t h e i n s i d e , l o o k i n g o u t . 
And now he f e l t f o r t h e f i r s t t i m e how 
c l o s e l y bound he was t o t hese people. His 
s e p a r a t i o n was a c t u a l enough, but t h e r e e x i s t e d 
a l s o an unbreakable u n i t y . As t h e a i r was f u l l 
o f t h e r a d i o ' s unseen v o i c e s , so the l i f e he 
b r e a t h e d i n was f u l l o f these l i v e s and the 
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age i n which t h e y had a c t e d and s u f f e r e d . 
(8) 
The concern i n t h i s passage w i t h t h e t e n s i o n between 
"unbreakable u n i t y " and " s e p a r a t i o n " has an echo i n the 
1957 j o u r n a l e n t r y i n which t h e r a i l r o a d coach c o n c e i t 
i s used t o convey t h e same i d e a . 
I n h i s e a r l y s h o r t s t o r i e s Schwartz c o n t i n u e s t o 
examine t h e n a t u r e o f t h e i n d i v i d u a l ' s r e l a t i o n s h i p t o 
s o c i e t y . He a l s o c o n t i n u e s t o r e l y on an urban s e t t i n g 
f o r t h i s a n a l y s i s . The elements of d i s g u i s e d 
a u t o b i o g r a p h y i n t h e s t o r i e s , and t h e use of c h a r a c t e r s , 
such as Shenandoah, t o r e p r e s e n t t h e a u t h o r , m a i n t a i n 
t h e n a r c i s s i s t i c i n t e r e s t o f t h e work. The n o t i o n o f 
w r i t i n g o n l y "an o u t l i n e , a c a r i c a t u r e , and an 
a b s t r a c t i o n " can be understood as s e l f - c r i t i c i s m , as 
can t h e r e f e r e n c e t o "the i r o n y and t h e contempt" f e l t 
by Shenandoah. Developing themes of a l i e n a t i o n and 
dependency, t h e s t o r i e s depend on a r t i s t i c d i s t a n c e , 
b u t t h e y n e v e r t h e l e s s c o n s i d e r how j u s t i f i e d these 
c r i t i c i s m s may be. 
A d e t a i l e d study o f t h r e e o f t h e s t o r i e s from The 
World i s a Wedding, " I n Dreams Begin R e s p o n s i b i l i t i e s " , 
"America! America!" and t h e t i t l e s t o r y , w i l l show how 
Schwartz p o r t r a y s "the Jewish m i d d l e c l a s s i n New York 
d u r i n g t h e Depression". A l l a r e h i s t o r i e s o f p a r t i c u l a r 
groups, drawing f r e q u e n t l y , though n o t e x p l i c i t l y , on 
i n c i d e n t s i n t h e l i v e s o f Schwartz, h i s f a m i l y and 
f r i e n d s . A l l a re info r m e d by t h e themes o u t l i n e d above. 
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I I 
" I n Dreams Begin R e s p o n s i b i l i t i e s " was f i r s t 
p u b l i s h e d i n 1937, though a c c o r d i n g t o A t l a s i t was 
w r i t t e n i n 1935 ( 9 ) . I t i s t h e r e f o r e one of Schwartz's 
e a r l i e s t p i e c e s . I n i t t h e n a r r a t o r s i t s i n a cinema 
w a t c h i n g a f i l m o f t h e Sunday a f t e r n o o n o u t i n g d u r i n g 
which h i s p a r e n t s agree t o marry. That t h i s draws on 
t h e e x p e r i e n c e o f Schwartz's own p a r e n t s i s confirmed 
by a n o t e h i s mother added t o a t y p e s c r i p t of t h e s t o r y : 
" i f t h e r e i s a n o t h e r word besides w o n d e r f u l I dont know 
I dont remember t e l l i n g you a l l these so a c c u r a t e " ( 1 0 ) . 
The i m p l i c a t i o n of t h e t i t l e t h a t t he events i n 
t h e s t o r y are a dream i s c o n f i r m e d i n t h e f i n a l sentence 
when t h e hero wakes. The p a s t i s being rehearsed w i t h i n 
h i s own mind. The m o v i e - t h e a t r e c o n c e i t t h e r e f o r e 
i n t r o d u c e s a n o t i o n of d i v i s i o n i n t o t h e f u n c t i o n i n g oF 
h i s psyche. The n a r r a t o r i s l i k e those "Separate from 
a c t o r and a c t " i n "Father and Son". On one l e v e l he i s 
s e e i n g something o u t s i d e h i m s e l f , a p r o d u c t i o n over which 
he has no i n f l u e n c e . On another he i s a s p e c t a t o r a t 
t h e p l a y o f h i s own consciousness, though he s t i l l has 
no c o n t r o l . 
S e t t i n g t h e s t o r y i n such a c o n t e x t a l l o w s Schwartz 
t o a chieve c e r t a i n s p e c i a l e f f e c t s . One i s t h a t the 
s e p a r a t i o n between n a r r a t o r and f i l m means t h a t the 
p a r e n t s ' b e h a v i o u r can be t r e a t e d from a d i s t a n c e . The 
f i l m i s a t f i r s t d e s c r i b e d as an o l d s i l e n t movie of 
poor p i c t u r e q u a l i t y i n which t h e a c t o r s wear 
" r i d i c u l o u s l y o l d - f a s h i o n e d c l o t h e s " ( 1 1 ) . They are 
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seen a t such a remove as t o seem comic. T h e i r d e s i r e s 
and a n x i e t i e s , t h e f a t h e r ' s c o n f i d e n t hopes f o r t h e 
f u t u r e , are a l l undermined by t h e g r e a t e r awareness of 
t h e n a r r a t o r and r e a d e r . McDougall d e s c r i b e s how the 
f i l m i s w r i t t e n about u s i n g "simple d e c l a r a t i v e sentences 
t h a t f o l l o w one another w i t h mechanical r e g u l a r i t y " , 
m a i n t a i n i n g t h a t t h i s mimics t h e "quick pace of a s i l e n t 
movie" ( 1 2 ) . A c t u a l l y , t h e s h o r t sentences g i v e the 
p a r e n t s ' s t o r y / f i l m an i m p r e s s i o n o f documentary exactness 
and, a t t h e same t i m e , by so n e a t l y e n c a p s u l a t i n g what 
i s happening, t h e y undercut t h e p r e t e n s i o n s o f t h e f a t h e r 
i n p a r t i c u l a r t o comic e f f e c t . 
The n a r r a t o r i s a b l e t o escape from t h e f i l m . He 
shuts h i s eyes, he leaves f o r a w h i l e , so m i s s i n g moments. 
Yet i t i s s t i l l h i s f i l m , h i s dream. As McDougall p o i n t s 
o u t , though t h e f i l m i s o s t e n s i b l y an o l d b l a c k - a n d - w h i t e 
s i l e n t p i c t u r e , t h e n a r r a t o r p r o v i d e s c o l o u r , sound and 
even t h e a c t o r s ' t h o u g h t s : " p r o j e c t i n g h i m s e l f i n t o the 
f i l m . . . he makes i n f e r e n c e s and s t a t e s f a c t s t h a t 
a s i l e n t movie c o u l d n o t g i v e " ( 1 3 ) . To t h a t e x t e n t the 
n a r r a t i o n i s a c o n t i n u a l i n t e r p r e t a t i o n of t h e f i l m . 
The opening paragraphs of t h e s t o r y , where t h e f i l m i s 
d e s c r i b e d as a s i l e n t p i c t u r e , are a model o f u n c e r t a i n t y . 
The phrase "as i f " appears r e p e a t e d l y . As the 
i n t e r p r e t a t i o n b e g i n s , t h e r e i s a sudden s w i t c h t o 
c e r t a i n t y : t h e o r i g i n a l " I t h i n k i t i s t h e year 1909" 
becomes " i t i s Sunday a f t e r n o o n , June 1 2 t h , 1909" ( 1 4 ) . 
The n a r r a t o r ' s c o l l u s i o n i n t h e f i l m a l l o w s f o r 
t h e c o n f l a t i o n o f p a s t and p r e s e n t t o i r o n i c e f f e c t , 
as when he r e f e r s t o "my u n c l e , t w e l v e years o l d " ( 1 5 ) , 
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and, more s h o c k i n g l y , when he mentions an o l d e r uncle; 
He i s s t u d y i n g i n h i s bedrooom u p s t a i r s , 
s t u d y i n g f o r h i s f i n a l e x amination a t t h e 
C o l l e g e o f t h e C i t y o f New York, having been 
dead o f r a p i d pneumonia f o r t h e l a s t twenty-one 
y e a r s . (16) 
McDougall contends t h a t " t h i s s i n g l e sentence c o n t a i n s 
t h e essence o f Schwartz's t r a g i c awareness of t i m e " ( 1 7 ) . 
The sentence s w i t c h e s from p a s t t o p r e s e n t , as elsewhere 
Schwartz s w i t c h e s i n mid-sentence from f i l m t o n a r r a t o r , 
w i t h o u t acknowledging t h a t two d i f f e r e n t t i m e p e r i o d s 
are i n v o l v e d . Out of c o n t e x t i t i s nonsense. I t can 
however be seen t o r e p l i c a t e Freudian dream processes 
by p r o v i d i n g a f o r m of condensation. The n a t u r e of the 
s t o r y a l l o w s Schwartz t o g e t away w i t h t h e t r i c k . He 
i s a b l e t o c o n c e n t r a t e i n t o one sentence ideas r e v o l v i n g 
round n o t i o n s o f f a t e , i n e v i t a b i l i t y , t h e f r a g i l i t y o f 
human e x i s t e n c e and t h e p r e c a r i o u s n a t u r e of human 
endeavour. Above a l l , he i n d i c a t e s the f u t i l i t y o f the 
n a r r a t o r ' s r e t r o s p e c t i v e i n v olvement i n the events of 
h i s f a m i l y ' s p a s t . That Schwartz's awareness of t h i s 
i s " t r a g i c " , as McDougall suggests, i s debatable. More 
c l e a r l y , t h e sentence seems t o p o i n t t o an awareness 
of a b s u r d i t y ; t h e a b s u r d i t y o f an i n d i v i d u a l s t u d y i n g 
f o r a f u t u r e i n which he w i l l have no p a r t ; and the 
a b s u r d i t y of an i n d i v i d u a l i n t h e f u t u r e being w o r r i e d 
about someone who has been dead f o r twenty-one years. 
The a b r u p t s h i f t w i t h i n t h e sentence between pas t and 
p r e s e n t i s , w h i l e s h o c k i n g , n e v e r t h e l e s s comic. 
The n a r r a t o r ' s i n v o l v e m e n t i n t h e f i l m i s used t o 
d r a m a t i z e t h e i m p o s s i b i l i t y o f i n f l u e n c i n g the p a s t . 
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He can o n l y serve as an i n t e r p r e t e r , b u t as t h e f i l m 
p r ogresses he begins t o s u f f e r from t h e i l l u s i o n t h a t 
he can p a r t i c i p a t e i n i t a c t i v e l y . Since he i s supposed 
t o be w a t c h i n g a f i l m , h i s two at t e m p t s t o i n t e r f e r e 
i n what i s happening on t h e screen are doomed t o f a i l u r e . 
F i r s t he t r i e s t o p r e v e n t t h e m a r r i a g e : 
Don't do i t . I t ' s n o t t o o l a t e t o change your 
minds, b o t h o f you. No t h i n g good w i l l come 
of i t , o n l y remorse, h a t r e d , s c a n d a l , and two 
c h i l d r e n whose c h a r a c t e r s are monstrous. (18) 
This o u t b u r s t b r i n g s t o a c l i m a x t h e s t o r y ' s f o u r t h 
s e c t i o n . I r v i n g Howe observes t h a t when he f i r s t read 
" I n Dreams Begin R e s p o n s i b i l i t i e s " , " n a t u r a l l y , t h i s 
s t r u c k me as t h e h i g h p o i n t o f t h e s t o r y , t h e c r y a g a i n s t 
th e m i stakes o f t h e p a s t " ( 1 9 ) . I t i s indeed a shocking 
e n t r e a t y . Not o n l y i s i t an attempt t o f o r e s t a l l t h e 
mi s e r y o f t h e p a r e n t s ' m a r r i a g e , b u t a l s o t he ve r y 
e x i s t e n c e o f t h e n a r r a t o r h i m s e l f . As such i t i s an 
e x t r a o r d i n a r y m i x t u r e o f d e s p a i r , r e v o l t and s e l f - d i s g u s t . 
That t h i s c r y should come from t he audience and be 
d i r e c t e d a t a movie screen emphasizes t h e b i z a r r e , f u t i l e 
n a t u r e of t h e o u t b u r s t . The annoyed r e a c t i o n o f the 
r e s t o f t h e audience and of t h e usher i s the r a t i o n a l 
response of t h e rea d e r as w e l l . 
Schwartz h e i g h t e n s t h e e f f e c t by making t h e o u t b u r s t 
t h e c l i m a x o f t h e a c c e l e r a t i n g rhythm o f t h e f i l m / s t o r y . 
The paragraph which c o n t a i n s i t begins s l o w l y . I t b u i l d s , 
though, t o a sentence o f extreme l e n g t h t h a t , w h i l e 
c a r e f u l l y c o n t r o l l e d by Schwartz, t w i s t s and t u r n s , 
m i m i c k i n g t h e w a l t z i n g dancers who "swing madly" and 
who i n t h e i r t u r n mimic t h e " a w f u l d a r i n g " and v e r t i g o 
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o f t h e f a t h e r as he proposes ( 2 0 ) . This sentence s h i f t s 
between t h e f a t h e r ' s p r o p o s a l , h i s nervousness over i t , 
h i s u n c e r t a i n t y as t o why he has done i t , t he mother's 
t e a r f u l r e a c t i o n and t h e f a t h e r ' s f i r s t moments of doubt 
and near r e g r e t . The v e r y end o f t h e i n c r e a s i n g l y wrought 
sentence breaks away from t h e a c t i o n o f t h e f i l m and 
p r o v i d e s t h e n a r r a t o r ' s o u t b u r s t . I n c o n t r a s t t o t h e 
u s u a l "simple d e c l a r a t i v e sentences", t he s t o r y ' s long 
sentences t e n d t o mark moments o f e m o t i o n a l i n t e n s i t y . 
The second o u t b u r s t r e p r e s e n t s a change of a t t i t u d e 
on t h e p a r t o f t h e n a r r a t o r . Whereas b e f o r e he t r i e d 
t o p r e v e n t h i s p a r e n t s ' m a r r i a g e , here he t r i e s t o p r e v e n t 
them p a r t i n g , shocked by t h e i r f i r s t argument. Now i t 
i s i m p e r a t i v e t h a t t h e mar r i a g e does n o t descend i n t o 
"remorse, h a t r e d , s c a n d a l " . As b e f o r e , Schwartz 
s t r u c t u r e s t h e o u t b u r s t so t h a t i t i s t h e c u l m i n a t i o n 
of a l o n g , c o n t r o l l e d sentence t h a t n e v e r t h e l e s s g i v e s 
t h e i m p r e s s i o n o f s w i n g i n g "madly" as i t moves from the 
mother t o t h e f o r t u n e - t e l l e r , t o t h e n a r r a t o r s t a n d i n g 
s h o u t i n g , t o t h e usher, t o an o l d l a d y , t o the o u t b u r s t . 
A gain, t h i s p r o v i d e s a s y n t a c t i c a l r e f l e c t i o n of the 
" t e r r i b l e f e a r " and v e r t i g o experienced by the n a r r a t o r 
(21) . 
Each a t t e m p t t o i n f l u e n c e t h e course of t h e f i l m 
provokes an angry r e a c t i o n from t h e r e s t o f t h e audience. 
An o l d l a d y s i t t i n g n e x t t o t h e n a r r a t o r keeps t e l l i n g 
him t o behave. At one p o i n t she asks him not t o get 
upset s i n c e " a l l o f t h i s i s o n l y a movie" ( 2 2 ) . McDougall 
i n t e r p r e t s t h i s as meaning t h a t t h e n a r r a t o r " i s t a k i n g 
h i s dream o f t h e p a s t t o o s e r i o u s l y " and t h a t "the past 
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may be wept over, b u t i t i s a f i c t i o n a f t e r a l l " ( 2 3 ) . 
He a l s o c l a i m s t h a t t h e n a r r a t o r ' s unhappiness w i t h t h e 
f i l m i s c o n t r a d i c t o r y : " a f t e r a l l , he has chosen t o 
watch i t , i t i s h i s own dream" ( 2 4 ) . P a r t of t h e p o i n t 
o f t h e s t o r y i s t h a t what i s seen on screen i s not j u s t 
a movie. I t i s t r u e , n o t a f i c t i o n , and i t i s of d r e a d f u l 
s i g n i f i c a n c e t o t h e n a r r a t o r , even i f n o t t o t h e o t h e r s 
i n t h e audience. Moreover, w h i l e t h e f i l m i s i n t h e 
n a r r a t o r ' s dream, he has n o t chosen t o watch i t . A t 
most he f e e l s a compulsion t o watch, a " t h i r s t y i n t e r e s t " 
( 2 5 ) . The f i l m causes him f e a r and a n x i e t y . The i r o n y 
o f t h e o l d l a d y ' s comments i s t h a t she i s unaware o f 
t h e f i l m ' s s i g n i f i c a n c e f o r t h e n a r r a t o r . Her comments 
are i n a p p r o p r i a t e because she behaves as i f she were 
a c t u a l l y i n a cinema t h a t i s showing an o r d i n a r y f i l m . 
Schwartz l a y e r s t h e i r o n i e s though. The n a r r a t o r ' s 
b ehaviour i s i n a p p r o p r i a t e because he behaves as though 
he i s n o t i n a cinema. 
I t i s c l e a r t h a t Schwartz's use of i r o n y pushes 
t h e i m p l i c a t i o n s o f t h e s t o r y i n a number of d i r e c t i o n s . 
The n a r r a t o r ' s two o u t b u r s t s i n d i c a t e a d e s i r e t o change 
h i s t o r y . A w r i t e r such as Schwartz who i s i n t e r e s t e d 
i n s e a r c h i n g f o r t h e p a s t causes of p r e s e n t r e a l i t i e s 
has t o work on t h e b a s i s t h a t such knowledge, once 
a c q u i r e d , can have some purpose. However, t h a t b e n e f i t , 
l e a r n i n g f r o m t h e p a s t , runs t h e r i s k o f being confused 
w i t h an impulse t o a l t e r t h e outcome o f p a s t events. 
One i m p l i c a t i o n o f t h e s t o r y i s t h a t t h e a u t o b i o g r a p h i c a l 
w r i t e r i s i n t h e absurd p o s i t i o n o f t h e n a r r a t o r s h o u t i n g 
a d v i c e a t a cinema screen. 
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The n a r r a t o r i d e n t i f i e s w i t h a photographer who 
t r i e s t o t a k e a p r o p e r l y posed p i c t u r e o f the p a r e n t s : 
he i s n o t s a t i s f i e d w i t h t h e i r 
appearance. He f e e l s w i t h c e r t a i n t y t h a t 
somehow t h e r e i s something wrong i n t h e i r pose. 
The photographer charms me. I approve 
of him w i t h a l l my h e a r t , f o r I know j u s t how 
he f e e l s , and as he c r i t i c i z e s each r e v i s e d 
pose a c c o r d i n g t o some unknown i d e a of 
r i g h t n e s s , I become q u i t e h o p e f u l . (26) 
Both photographer and n a r r a t o r have an a r t i s t ' s 
a p p r e c i a t i o n o f " r i g h t n e s s " . They sense t h a t t h e mother 
and f a t h e r do n o t s u i t each o t h e r . The photographer 
t r i e s t o arrange them i n such a way as t o overcome t h i s 
problem, b u t he f a i l s . The p i c t u r e shows "my f a t h e r ' s 
s m i l e t u r n e d t o a grimace and my mother's b r i g h t and 
f a l s e " ( 2 7 ) . A r t i s i n c a p a b l e of s o l v i n g or t r a n s c e n d i n g 
th e problems t h a t w i l l b e d e v i l t h e p a r e n t s ' marriage. 
I t m e rely serves a p r o p h e t i c f u n c t i o n , c a p t u r i n g the 
essence o f those problems. The f o r t u n e - t e l l e r i n the 
s t o r y ' s f i n a l s e c t i o n works i n "a booth which i s i n a 
way l i k e t h e p h o t o g r a p h e r ' s " ( 2 8 ) . 
I n "The Two Audens", a 1939 essay, Schwartz d e s c r i b e s 
W. H. Auden's work i n terms of i t s resemblance t o 
c h a r a c t e r i s t i c s o f t h e ego and t h e i d . A s i m i l a r Freudian 
approach i l l u m i n a t e s " I n Dreams Begin R e s p o n s i b i l i t i e s " . 
The n a r r a t o r serves t h e f u n c t i o n of t h e i d , t h e 
unconscious d e s i r e s o f t h e dreamer. The remainder o f 
t h e audience, t h e o l d l a d y and t h e usher operate i n terms 
of t h e super-ego, t h e c e n s o r i n g agent. The f i l m , as 
p a r t of t h e dream, i s a n e u r o t i c , compulsive r e p e t i t i o n 
o f a trauma, o s t e n s i b l y concerned w i t h t h e unhappy 
ma r r i a g e o f t h e p a r e n t s , though f u n d a m e n t a l l y concerned 
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w i t h t h e unhappiness of the. n a r r a t o r . The l a t e n t , as 
opposed t o m a n i f e s t , c o n t e n t o f t h e dream i n v o l v e s t h e 
n a r r a t o r ' s s e l f - h a t r e d and h i s d e s i r e t h a t h i s l i f e had 
developed d i f f e r e n t l y . Hence th e r e f e r e n c e t o "two 
c h i l d r e n whose c h a r a c t e r s are monstrous". 
Regarded i n F r e u d i a n terms, f u r t h e r d e t a i l s of t h e 
s t o r y come i n t o f o c u s . The two o u t b u r s t s are r e l e a s e s 
o f n o r m a l l y r e p r e s s e d d e s i r e s w i t h i n t h e l a x i t y and s a f e t y 
o f t h e dreaming s t a t e . They are g i v e n t h e w e i g h t 
a p p r o p r i a t e t o such a w e l l i n g up of p r e v i o u s l y c o n t a i n e d 
and denied energy. That t h i s energy i s e l e m e n t a l , beyond 
conscious human c o n t r o l , i s suggested i n the t h i r d s e c t i o n 
o f t h e s t o r y w i t h "the t e r r i f y i n g sun and t h e t e r r i f y i n g 
ocean" ( 2 9 ) . The i n d i v i d u a l s i n t h e s t o r y are moved 
by f o r c e s of which t h e y are o n l y d i m l y aware. The f a t h e r 
f e e l s "uneasy", an "unknown uneasiness" ( 3 0 ) . He proposes 
w i t h o u t knowing why. The mother f e e l s "an u n c o n t r o l l a b l e 
d e s i r e " t o l i s t e n t o t h e f o r t u n e - t e l l e r ( 3 1 ) . 
" I n Dreams Begin R e s p o n s i b i l i t i e s " conforms t o 
Schwartz's use elsewhere of t h e t h e a t r e audience as an 
image o f d i s s o l v e d i d e n t i t y . However, the n a r r a t o r ' s 
a s s e r t i o n t h a t " I have f o r g o t t e n m y self" as he s e t t l e s 
down t o watch t h e f i l m has f u r t h e r i m p l i c a t i o n s . I t 
i s c e r t a i n l y an i d e a t h a t Schwartz r e t u r n s t o l a t e r i n 
t h e s t o r y . A f t e r an i n t e r r u p t i o n i n t h e f i l m t h e n a r r a t o r 
notes t h a t " I am awakened t o m y s e l f " . T h e r e a f t e r , he 
f i n d s i t " d i f f i c u l t t o g e t back i n t o the p i c t u r e once 
more and f o r g e t m y s e l f " . When he succeeds, "the darkness 
drowns me" ( 3 2 ) . The c o r o l l a r y o f t h e dream r e l e a s i n g 
t h e unconscious d e s i r e s and f e a r s o f t h e n a r r a t o r , w i t h 
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t h e f i l m b e i n g a p r o j e c t i o n o f those impulses, i s t h a t 
t h e conscious ego o f t h e n a r r a t o r must be i n abeyance. 
The s e l f must be " f o r g o t t e n " . S i m i l a r l y , when t h e 
audience and usher rebuke t h e n a r r a t o r , when t h e super-ego 
reprimands t h e i d f o r i t s u n r u l i n e s s , t he s e l f must be 
r e c o v e r e d . I t i s t h e r e f o r e s i g n i f i c a n t t h a t t he usher 
c a r r i e s n o t a mere t o r c h nor a f l a s h l i g h t b u t , t w i c e , 
comes " h u r r y i n g down t h e a i s l e f l a s h i n g h i s s e a r c h l i g h t " 
(33) . 
While Howe admits t o seeing t h e n a r r a t o r ' s f i r s t 
o u t b u r s t "as t h e h i g h p o i n t o f t h e s t o r y " , he acknowledges 
t h a t l a t e r he r e a l i z e d h i s m i s t a k e : 
[The s t o r y ' s ] t r a g i c f o r c e depends not so much 
on t h e impassioned p r o t e s t o f the young n a r r a t o r 
as on t h e moment i n t h e l a s t paragraph when 
an usher h u r r i e s down t h e a i s l e o f the t h e a t r e 
and says t o him: "What are you doing?" 
t h e usher's s t a t e m e n t has t o be g i v e n 
a c e n t r a l p l a c e i n t h e s t o r y . . . (34) 
Both o u t b u r s t s are f o l l o w e d by a r e a c t i o n on the p a r t 
of t h e audience and cinema management, and on bo t h 
occasions a d v i c e i s g i v e n t o t h e n a r r a t o r , t h e f i r s t 
t i m e merely t o be q u i e t o r r i s k w a s t i n g h i s entrance 
f e e , t h e second t i m e t o r e c o n s i d e r h i s a c t i o n s and accept 
t h e importance o f e v e r y t h i n g he does. This f i n a l warning 
i s t h e n o t e on which t h e dream ends. The r e c o g n i t i o n 
of r e s p o n s i b i l i t y , a p e r s o n a l r e s p o n s i b i l i t y which i s 
t o be found i n dreams, marks t h e n a r r a t o r ' s awakening 
on t h e morning o f h i s t w e n t y - f i r s t b i r t h d a y . The 
p h i l o s o p h i c a l w e i g h t o f t h e s t o r y r e s t s on t h e ad v i c e . 
" I n Dreams Begin R e s p o n s i b i l i t i e s " , t h e n , concerns 
i t s e l f w i t h two s e p a r a t e p s y c h o l o g i c a l impulses. One 
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i s t h e urge t o r a i l a g a i n s t e x i s t e n c e , an i r r a t i o n a l , 
h i g h l y e m o t i o n a l , though u n d e n i a b l y p o t e n t i n s t i n c t . 
The o t h e r i s t h e r a t i o n a l , r e s p o n s i b l e pressure t o accept 
t h a t l i f e i s something t o be t a c k l e d , not taken l i g h t l y 
nor evaded. The f i r s t r e a c t i o n i s n e g a t i v e , the second 
p o s i t i v e . Yet b o t h are c o n t a i n e d as impulses w i t h i n t h e 
i n d i v i d u a l a t t h e same t i m e . 
L i k e w i s e , t h e s t o r y c o n t a i n s two separate conceptions 
of t i m e . The f i l m p o r t r a y s a d e t e r m i n i s t i c u n i v e r s e . 
T r a n s f e r r e d t o t h e p r e s e n t t e n s e , t h e f i l m u n r e e l s the 
unchangeable, un p r e v e n t a b l e steps l e a d i n g t o t h e 
engagement of t h e p a r e n t s . They a c t as they do w i t h o u t 
knowing why, moved by f o r c e s beyond t h e i r comprehension. 
The n a r r a t o r , w i t h t h e b e n e f i t of foreknowledge, though 
i t i s a l s o h i n d s i g h t , cannot i n f l u e n c e t h e events b e f o r e 
him. Yet o u t s i d e t h i s d e t e r m i n i s t i c u n i v e r s e , i n t h e 
s e a t s o f t h e cinema, t h e n a r r a t o r i s c a l l e d upon t o 
e x e r c i s e f r e e w i l l , t o take r e s p o n s i b i l i t y . On one hand 
he i s p r e s e n t e d as t h e p r o d u c t o f h i s p a r e n t s ' unhappy 
m a r r i a g e . He cannot change t h e m a r r i a g e , and t h e r e f o r e 
he cannot change how i t has a f f e c t e d him. On t h e o t h e r 
hand e v e r y t h i n g he does "matters t o o much" ( 3 5 ) . His 
own i n d i v i d u a l a c t i o n s are i m p o r t a n t . They are h i s own 
t o make. L i k e C o r i o l a n u s i n " C o r i o l a n u s and His Mother", 
he must d e c i d e . He must take r e s p o n s i b i l i t y f o r a l i f e 
moved by f o r c e s beyond h i s c o n t r o l . C o n t r a r y n o t i o n s 
are subsumed w i t h i n t h e framework o f t h e s t o r y . 
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I I I 
A c c o r d i n g t o James A t l a s , "America! America!" i s 
"based on [S c h w a r t z ' s ] mother's i n v o l v e d t a l e s of the 
Salomon f a m i l y , who had l i v e d n e x t door t o t h e Schwartzes 
i n Washington H e i g h t s " ( 3 6 ) . The s t o r y ' s hero, Shenandoah 
F i s h , r e p r e s e n t s t h e a r t i s t / p o e t and serves as a persona 
f o r Schwartz. He i s a c h a r a c t e r t h a t Schwartz uses 
elsewhere, a l s o appearing i n t h e verse p l a y Shenandoah 
and i n two o t h e r s t o r i e s i n The World i s a Wedding, "New 
Year's Eve" and "A B i t t e r Farce". I n "America! America!" 
F i s h ' s mother t e l l s him t h e h i s t o r y o f the Baumann f a m i l y 
i n a s e r i e s o f monologues. J u s t as i n " I n Dreams Begin 
R e s p o n s i b i l i t i e s " w i t h i t s n a r r a t i v e d i v i s i o n between 
t h e f i l m and t h e events i n t h e audience, two d i f f e r e n t 
s t o r i e s a r e i n v o l v e d . The s t o r y o f Shenandoah and h i s 
mother imposes i t s e l f upon t h e Baumann s t o r y . The former 
p r o v i d e s t h e l a t t e r w i t h b o t h a pro l o g u e and an e p i l o g u e , 
as w e l l as p e r i o d i c i n t e r r u p t i o n s . The a c t i o n o f the 
F i s h s t o r y i n f o r m s t h e Baumann s t o r y , Shenandoah's 
comments and o b s e r v a t i o n s i n t e r p r e t i t , and the mother's 
n a r r a t i o n i m p r i n t s her s e n s i b i l i t y on i t . Mrs. F i s h i s 
d e s c r i b e d as "imposing from t i m e t o time her own k i n d 
o f i r o n y upon t h e i r o n y which sang i n Shenandoah's mind 
a t every phase o f her s t o r y " ( 3 7 ) . These two l a y e r s 
o f i r o n y a re the n o v e r l a i d w i t h t h e i r o n y t h a t i s imposed 
by t h e a u t h o r h i m s e l f , as t h e Fishes t o o come under 
s c r u t i n y . The rea d e r i s t h e r e f o r e presented w i t h t h e 
Baumann n a r r a t i v e a t a s i g n i f i c a n t remove. 
Th i s d i s t a n c i n g , s t r a t e g y s u p p o r t s t h e the m a t i c 
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i n t e r e s t o f "AmericaJ America!" b o t h i n t h e s e p a r a t i o n 
between p a r e n t s and o f f s p r i n g and i n t h e a t t i t u d e towards 
t h i s s e p a r a t i o n o f t h e second g e n e r a t i o n . Shenandoah 
i s a r e p r e s e n t a t i v e of t h e second g e n e r a t i o n o f Jews 
whose p a r e n t s a r r i v e d i n America from Europe a t t h e end 
o f t h e n i n e t e e n t h c e n t u r y . The p a r e n t s ' a s p i r a t i o n s 
on a r r i v a l , t h e wonder expressed i n t h e phrase 
"America 1 A m e r i c a l " , t h e i r c o n t i n u i n g attachment t o t h e 
c u l t u r e and language o f t h e o l d c o u n t r y , are 
c o n s i d e r a t i o n s t h a t no l o n g e r move t h e i r c h i l d r e n . The 
c h i l d r e n ' s c h a r a c t e r s are d i f f e r e n t , o r , i f t h e same, 
t h e y a r e no l o n g e r adequate t o t h e changing t i m e s . T h e i r 
a m b i t i o n s are a l s o d i f f e r e n t . I n one l o n g passage 
Schwartz o u t l i n e s t h e n a t u r e o f t h e change from 
Shenandoah's p o i n t of view: 
He r e f l e c t e d upon h i s s e p a r a t i o n from these 
p e o p l e , and he f e l t t h a t i n every sense he 
was removed from them by thousands o f m i l e s , 
or by a g e n e r a t i o n , or by t h e A t l a n t i c Ocean. 
whatever he w r o t e as an author d i d 
n o t e n t e r i n t o t h e l i v e s of these people, who 
s h o u l d have been h i s genuine r e l a t i v e s and 
f r i e n d s , f o r he had been surrounded by t h e i r 
l i v e s s i n c e t h e day o f h i s b i r t h , and i n an 
i m p o r t a n t sense, even b e f o r e t h e n . But s i n c e 
he was an a u t h o r of a c e r t a i n k i n d , he was 
a monster t o them. They would be pleased t o 
see h i s name i n p r i n t and t o hear t h a t he was 
p r a i s e d a t t i m e s , b u t t h e y would never be 
i n t e r e s t e d i n what he w r o t e . . . . The 
lower m i d d l e - c l a s s o f t h e g e n e r a t i o n of 
Shenandoah's p a r e n t s had engendered p e r v e r s i o n s 
o f i t s own n a t u r e , c h i l d r e n f u l l of contempt 
f o r every t h i n g i m p o r t a n t t o t h e i r p a r e n t s . 
Shenandoah had t h o u g h t of t h i s g u l f and 
p e r v e r s i o n b e f o r e , and he had shrugged away 
h i s unease by a s s u r i n g h i m s e l f t h a t t h i s 
s e p a r a t i o n had n o t h i n g t o do w i t h t h e i m p o r t a n t 
t h i n g , which was t h e work i t s e l f . But now 
he began t o f e e l t h a t he was wrong 
t o suppose t h a t t h e s e p a r a t i o n , t h e contempt, 
and t h e g u l f had n o t h i n g t o do w i t h h i s work; 
perhaps, on t h e c o n t r a r y , i t was t h e c e n t r e ; 
or perhaps i t was t h e s t a r t i n g - p o i n t and 
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compelled t h e innermost m o t i o n o f t h e work 
t o be f l i g h t , or c r i t i c i s m , or d e n i a l , or 
r e j e c t i o n . (38) 
The n o t i o n o f a g e n e r a t i o n having "engendered 
p e r v e r s i o n s o f i t s own n a t u r e " i s c e n t r a l t o the Baumann 
s t o r y . The f i r s t g e n e r a t i o n of immigrants enjoyed, by 
middle-age, "a t i m e o f g e n e r a l p r o s p e r i t y " when " t h e i r 
f i r s t i n s e c u r i t y was passed and h a r d l y borne i n mind, 
except i n t h e depths o f consciousness" ( 3 9 ) . The c h i l d r e n 
i n i t i a l l y p r o s pered i n t h i s environment: "they seemed 
t o g a i n v i t a l i t y from t h e i n t e n s i v e s o c i a l l i f e o f the 
household" ( 4 0 ) . Even Martha, though r e s e n t f u l of t h e 
" t r u e household" i n which she l i v e d ( 4 1 ) , "depended upon 
i t t o n o u r i s h t h e depths of her b e i n g " ( 4 2 ) . Yet t h i s 
w e l l - s p r i n g of v i t a l i t y i s p a r a d o x i c a l l y shown t o be 
d e b i l i t a t i n g . The f a i l u r e s e xperienced by the sons, 
t h e i r i n a b i l i t y t o be more t h a n s o c i a l l y adept, t h e i r 
i n a b i l i t y t o p r o s p e r , t o advance i n the w o r l d , are the 
r e s u l t o f t h e r e l a t i v e success o f t h e f a t h e r , b o t h i n 
business and i n c r e a t i n g a haven from "the immense 
a l i e n a t i o n of m e t r o p o l i t a n l i f e " ( 4 3 ) . Only t h e c h i l d 
who r e j e c t s t h i s community p r o s p e r s : 
He was moved, and i n a way shocked, as h i s 
mother was t o o , t h a t Martha t h e f a m i l y r e b e l , 
t h e one who had r e p u d i a t e d t h e f a m i l y c i r c l e 
many t i m e s , should be the one who made out 
w e l l i n l i f e . Shenandoah's mother amazed him 
by r e m a r k i n g t h a t t h e two sons were u n s u c c e s s f u l 
because t h e y were l i k e t h e i r f a t h e r , who had 
been s u c c e s s f u l , however, because of what he 
was. The sons had f o l l o w e d t h e f a t h e r and y e t 
f o r some u n c l e a r cause or causes, t h e way of 
l i f e which had helped him t o prosper prevented 
them from p r o s p e r i n g . (44) 
The t r e a t m e n t of t h e Baumann s t o r y r e s t s on the 
94 
paradoxes t h a t community i s b o t h n o u r i s h i n g and 
d e b i l i t a t i n g and t h a t t h e dangers of estrangement may 
be more d e s i r a b l e t h a n t h e s a f e t y of b e l o n g i n g . Because 
these a r e paradoxes, t h e y are presented as m y s t e r i o u s : 
reasons are l e f t " u n c l e a r " . Yet Schwartz i s a b l e t o 
e x e m p l i f y t h e essence of t h e enigma i n the s t r u c t u r e 
of h i s w r i t i n g . The c o n t r a d i c t i o n s i n t h e l a s t two 
sentences quoted, between b e i n g " u n s u c c e s s f u l " and 
" s u c c e s s f u l " and between p r o s p e r i n g and n o t p r o s p e r i n g , 
are s e t up i n a s t a t e o f u n r e s o l v e d , and u n r e s o l v a b l e , 
d i f f e r e n c e . The fundamental n a t u r e of t h e mystery i s 
emphasized by t h e r e a c t i o n a s c r i b e d t o Shenandoah and 
h i s mother. A f t e r h a v i n g been d e s c r i b e d elsewhere as 
t r e a t i n g t h e Baumann s t o r y w i t h i r o n y , t h e y are 
n e v e r t h e l e s s s t i l l shocked by i t s i m p l i c a t i o n s . 
Shenandoah i s "moved", "shocked" and "amazed" by Martha's 
success, c o n s i d e r a b l e s t r e s s t h u s being p l a c e d on h i s 
r e a c t i o n , y e t i t i s he who i s i n a p o s i t i o n most n e a r l y 
comparable t o hers . He f e e l s h i m s e l f t o be s t a n d i n g 
o u t s i d e t h e community, and he r e p e a t e d l y muses on the 
g u l f between h i m s e l f and o t h e r s , w h i l e , as Schwartz d e f t l y 
i n d i c a t e s , s t i l l a c c e p t i n g t h e myth of the f a m i l y ' s 
paramountcy. Schwartz embodies i n t h e p l o t the 
"unbreakable u n i t y " b i n d i n g t h e i n d i v i d u a l t o t h e b e l i e f s 
of h i s c u l t u r a l h e r i t a g e . 
The s i m i l a r i t i e s between Shenandoah's views i n the 
l o n g passage quoted above and ideas proposed by Schwartz 
elsewhere are i m m e d i a t e l y apparent. Even t h e language 
has echoes. The use of t h e term "monster" t o d e s c r i b e 
th e g e n e r a l p e r c e p t i o n o f t h e "author of a c e r t a i n k i n d " 
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r e c a l l s n o t o n l y t h e "two c h i l d r e n whose c h a r a c t e r s are 
monstrous" o f " I n Dreams Begin R e s p o n s i b i l i t i e s " , but 
a l s o t h e c l a i m i n "The I s o l a t i o n o f Modern Po e t r y " t h a t 
" t h e r e was no room i n t h e i n c r e a s i n g i n d u s t r i a l i z a t i o n 
of s o c i e t y f o r such a monster as t h e c u l t i v a t e d man". 
Those who "would be pleased t o see [ t h e w r i t e r ' s ] name 
i n p r i n t " b u t "would never be i n t e r e s t e d i n what he w r o t e " 
provoked f r e q u e n t c o m p l a i n t s from Schwartz. I n "The 
Present S t a t e o f P o e t r y " he quotes a l e t t e r from h i s 
b r o t h e r t h a t p r a i s e s h i s f i r s t c o l l e c t i o n o f work w i t h 
d i s p i r i t i n g honesty: 
I r e c e i v e d your book and r e a l l y l i k e d i t v e r y 
much except t h a t I don't l i k e p o e t r y as I don't 
understand i t . I showed your book t o a few 
people and t h e y were v e r y much impressed and 
except f o r t h e f a c t t h a t they d i d n ' t have a 
spare $2.50 th e y would have bought a copy. 
(45) 
The same anecdote i s r e c a l l e d i n "An Author's 
B r o t h e r - i n - l a w " ( 4 6 ) . 
The r e c o g n i t i o n t h a t Shenandoah i s so c l o s e l y 
i d e n t i f i a b l e w i t h Schwartz i n c r e a s e s t h e sense of the 
a r t i s t d e l i b e r a t e l y d i s t a n c i n g h i m s e l f from h i s work. 
"America! America!" i s a s t o r y by an a u t h o r i n t h e a c t 
of c o n t e m p l a t i n g h i m s e l f , h i s work and h i s motives f o r 
w r i t i n g . He i n v e s t s h i s own concerns i n t h e a t t i t u d e s 
o f one of h i s own c h a r a c t e r s , but he does so i n order 
t o c r i t i c i z e them. A c c o r d i n g t o t h e c r i t e r i a one might 
n o r m a l l y expect t o be a p p l i e d t o a r t , i t i s a s e r i o u s , 
even damning, charge t o c l a i m t h a t someone's v / r i t i n g 
i s c h a r a c t e r i z e d by " f l i g h t , o r c r i t i c i s m , or d e n i a l , 
or r e j e c t i o n " . Yet t h a t , by i m p l i c a t i o n , i s t h e 
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a c c u s a t i o n t h a t Schwartz l a y s a g a i n s t , h i m s e l f , u s i n g 
t h e v e r y s t r u c t u r e o f h i s t e x t as c o r r o b o r a t i n g evidence. 
Schwartz's method i s n o t , however, a disingenuous 
apology f o r poor w r i t i n g , nor i s i t a compulsive form 
o f s e l f - d e n i g r a t i o n . I n s t e a d , i t i s b o t h a r e c o g n i t i o n 
o f a problem t h a t l i e s a t t h e h e a r t of h i s a r t and an 
a t t e m p t t o grope towards p o s s i b l e s o l u t i o n s . How can 
t h e c r i t i c a l p o s i t i o n o f such essays as "The I s o l a t i o n 
o f Modern P o e t r y " be r e c o n c i l e d w i t h t h e p r o d u c t i o n of 
s h o r t s t o r i e s t h a t i n c l u d e f a m i l y c h r o n i c l e s , as i s the 
case w i t h "America 1 America!" and "The C h i l d i s the 
Meaning o f T h i s L i f e " , o r t h a t d e a l w i t h t he i n t e r a c t i o n s 
o f a group o f f r i e n d s , as does "The World i s a Wedding"? 
How can an a u t h o r who admits t o h a v i n g been c u t o f f from 
t h e l i v e s o f o t h e r s w r i t e such s u c c e s s f u l f i c t i o n ? I f 
indeed " i t became i n c r e a s i n g l y i m p o s s i b l e f o r the poet 
t o w r i t e about t h e l i v e s o f o t h e r men" ( 4 7 ) , the 
d i f f i c u l t y cannot be s o l v e d s i m p l y by w r i t i n g prose 
i n s t e a d . Schwartz's tendency t o w r i t e about p o e t r y as 
i f i t were almost synonymous w i t h a r t i n g e n e r a l has 
a l r e a d y been d i s c u s s e d . One o p t i o n i s McDougall's 
c o n t e n t i o n t h a t t h e s h o r t s t o r i e s c o n t r a d i c t Schwartz's 
c r i t i c i s m , b u t t h e r e a l i t y i s more c o m p l i c a t e d ( 4 8 ) . 
A p a r t i a l answer t o these q u e s t i o n s l i e s i n the 
l a r g e l y a u t o b i o g r a p h i c a l background t o t h e work i n The 
World i s a Wedding. " I n Dreams Begin R e s p o n s i b i l i t i e s " 
and "America! America!" are n o t t h e o n l y s t o r i e s t o draw 
on Schwartz's l i f e . A t l a s t e s t i f i e s t h a t " i n 'The C h i l d 
I s t h e Meaning o f T h i s L i f e ' , Schwartz produced a v i v i d , 
i f u n s p a r i n g p o r t r a i t o f h i s own c h i l d h o o d " ( 4 9 ) . Indeed, 
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A t l a s goes so f a r as t o c l a i m t h a t "the s t o r y o f t h e 
H a r t f a m i l y ' s faded e x p e c t a t i o n s . . . was e n t i r e l y 
a u t o b i o g r a p h i c a l " ( 5 0 ) . "The World i s a Wedding" i s 
an account o f t h e a u t h o r Paul Goodman and a c i r c l e of 
h i s f r i e n d s , " a l l o f whom are r e a d i l y i d e n t i f i a b l e " ( 5 1 ) . 
A t l a s sees t h e s t o r y as " i n p a r t , an a c t of revenge f o r 
t h e i r i l l t r e a t m e n t o f [Sc h w a r t z ] on t h e few occasions 
v/hen he a t t e n d e d t h e Saturday evenings a t which Goodman's 
work was re a d a l o u d " ( 5 2 ) . L i k e w i s e , "New Year's Eve" 
was " i n s p i r e d by a p a r t y a t W i l l i a m P h i l l i p s ' s New York 
apartment a t t h e c l o s e o f 1937" and deals w i t h Schwartz's 
" i n t e l l e c t u a l f r i e n d s , a l l o f whom would be r e a d i l y 
r e c o g n i z a b l e even w i t h o u t t h e key s u p p l i e d i n h i s no t e s " 
( 5 3 ) . A t l a s i d e n t i f i e s t h e c h a r a c t e r s t h a t r e p r e s e n t 
F. W. Dupee, Dwight Macdonald, L i o n e l A b e l , W i l l i a m 
B a r r e t t and Gertrude Buckman, Schwartz's f i r s t w i f e ( 5 4 ) . 
The e x i s t e n c e o f a key, i n which a person's i n i t i a l s 
appear i n Schwartz's m a n u s c r i p t s a l o n g s i d e t h e name of 
h i s o r her f i c t i o n a l a l t e r ego, suggests i n i t s e l f t h a t 
Schwartz o f t e n i n t e n d e d h i s c h a r a c t e r s t o be p o r t r a i t s 
or c a r i c a t u r e s r a t h e r t h a n merely f i g u r e s suggested, 
or i n s p i r e d by, a c t u a l i t y . A t l a s m a i n t a i n s t h a t Schwartz 
"found i t d i f f i c u l t t o escape from a u t o b i o g r a p h y , but 
when he d i d address h i m s e l f t o o t h e r s , he produced some 
of t h e b e s t s o c i a l h i s t o r y o f h i s t i m e " , c i t i n g "New 
Year's Eve" as an example ( 5 5 ) . I t i s c l e a r , though, 
t h a t t h e o t h e r s he addressed were w e l l known t o him. 
He d i d n o t "escape from a u t o b i o g r a p h y " a l l t h a t f a r . 
Schwartz h i m s e l f s t i l l appears i n "New Year's Eve" as 
Shenandoah F i s h . 
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There i s c o n f l i c t i n g evidence as t o what Schwartz 
h i m s e l f t h o u g h t about t h e e x t e n t o f h i s r e l i a n c e on 
a u t o b i o g r a p h y . I n a 1942 j o u r n a l e n t r y he r e f e r s t o 
h i s c r e a t i o n o f a unique psychology f o r one of h i s works, 
n o t i n g t h a t " i n 'America! America! ' i t i s c l e a r I do 
n o t need my own l i f e t o use t h i s psychology, o n l y a 
s a t u r a t i o n w i t h f a c t s and a form which makes [ i t ] f l o w " 
( 5 6 ) . The n a t u r e o f t h e d i s t i n c t i o n between Schwartz's 
"own l i f e " and "a s a t u r a t i o n w i t h f a c t s " i s n ot e n t i r e l y 
c l e a r . A l t h o u g h w r i t t e n t e n years l a t e r , a 1952 j o u r n a l 
e n t r y p r o v i d e s a p o s s i b l e c l a r i f i c a t i o n : 
Why does almost e v e r y t h i n g s i n c e 1937 n o t show 
i t s e l f as p r e v i o u s years d i d as themes: 
i t i s s t i l l n o t l i v e d o u t , nor f a r away; 
i t i s n o t s u b l i m i n a l , s u f f i c i e n t l y (as c h i l d h o o d 
n a t u r a l l y i s ) — b u t ? (57) 
A c c o r d i n g t o t h i s , h i s p a s t can become u s e f u l a r t i s t i c a l l y 
o n l y when i t has been absorbed i n t o h i s s e n s i b i l i t y , 
when i t i s no l o n g e r conscious b u t i n s t i n c t i v e . Such 
a b e l i e f s t i l l means t h a t t h e l i f e i s i m p o r t a n t f o r t h e 
w r i t i n g , i t i s needed f o r b o t h t h e f a c t s and the themes, 
b u t i t has t o be t r a n s f o r m e d f i r s t . However, Schwartz's 
answer i s o n l y t e n t a t i v e . That i n t e r r o g a t i v e "but" i s 
l e f t d a n g l i n g a t t h e end o f t h e sentence. 
I n a l e t t e r w r i t t e n i n 1943 Schwartz r e f e r s t o h i s 
d i f f i c u l t y i n b e g i n n i n g a s h o r t n o v e l : 
t h e sadness i s t h a t I had t h i s i n 
me f o r a t l e a s t f i v e y e a r s , b u t was stopped 
by t h e imagined d i f f i c u l t y t h a t I had t o w r i t e 
about m y s e l f i n o r d e r t o w r i t e about t h e boys 
and t h e g i r l s . (58) 
At l e a s t a t one p o i n t he imagined t h a t he had t o d e a l 
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w i t h h i s own l i f e i n o r d e r t o w r i t e about c e r t a i n t o p i c s . 
I n t h e l e t t e r he admits t h i s t o have been a m i s t a k e . 
I t i s perhaps s i g n i f i c a n t , though, t h a t t h e n o v e l t o 
which he r e f e r s , A H i s t o r y o f t h e Boys and G i r l s , was 
e v e n t u a l l y abandoned ( 5 9 ) . However, a c e r t a i n c o n s i s t e n c y 
w i t h t h e two j o u r n a l e n t r i e s can be i d e n t i f i e d . E a r l i e r 
i n t h e l e t t e r Schwartz suggests " t h a t the s u b j e c t i n 
me w r i t e s . . . and n o t my w i l l , and which i s always 
a good s i g n , f o r i t i s t h e knowledge we do not know we 
have which i s most w o r t h b r i n g i n g i n t o t h e l i g h t " . 
Schwartz's g e n e r a l concern w i t h t h e unconscious i s 
r e l e v a n t h e r e , but so t o o are t h e n o t i o n s of a 
" s u b l i m i n a l " p a s t and "a s a t u r a t i o n w i t h f a c t s " . 
Another f a c t o r c o m p l i c a t e s a t t e m p t s t o use Schwartz's 
r e l i a n c e on a u t o b i o g r a p h y t o r e s o l v e t h e apparent 
c o n t r a d i c t i o n i n w r i t i n g " s o c i a l h i s t o r y " when "separated 
from t h e whole l i f e o f s o c i e t y " . I n Schwartz's terms 
he has no more r e a l knowledge of h i s i n t i m a t e f a m i l y 
t h a n he does of anyone e l s e . He i s separated from them 
j u s t as much as from o t h e r s . He i s even a s t r a n g e r t o 
h i m s e l f . "America! America!" ends on t h i s note: 
No one t r u l y e x i s t s i n t h e r e a l w o r l d because 
no one knows a l l t h a t he i s t o o t h e r human 
b e i n g s , a l l t h a t t h e y say behind h i s back, 
and a l l t h e f o o l i s h n e s s which t h e f u t u r e v / i l l 
b r i n g him. (60) 
S i m i l a r s t a t e m e n t s can be found i n Schwartz's j o u r n a l s : 
"no one can t r u l y see h i m s e l f because he i s not another. 
No one can t r u l y see a nother because he i s h i m s e l f " ( 6 1 ) ; 
"no one e x i s t s i n t h e r e a l w o r l d because no one knows 
what everyone e l s e has s a i d behind h i s back" ( 6 2 ) ; "each 
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b e i n g o f mankind i s s e c r e t , concealed from h i m s e l f and 
f r o m h i s f e l l o w s " ( 6 3 ) . Both "New Year's Eve" and "The 
C h i l d I s t h e Meaning o f T h i s L i f e " end on comparable 
notes of u n c e r t a i n t y ; t h e former w i t h t h e q u e s t i o n "who 
a r e you?" d i r e c t e d a t t h e Shenandoah c h a r a c t e r ( 6 4 ) ; 
t h e l a t t e r w i t h a c h a r a c t e r , on b e i n g asked f o r a l i g h t , 
a d m i t t i n g "no, I have no l i g h t " ( 6 5 ) . 
Schwartz's use o f a u t o b i o g r a p h y i s i n p a r t an a t t e m p t 
t o u nderstand h i s p e r s o n a l i t y , t o " t r u l y see h i m s e l f " . 
"Why Do You W r i t e an Endless H i s t o r y ? " , t h e f i n a l poem 
i n V a u d e v i l l e f o r a P r i n c e s s , addresses t h i s i s s u e : 
I t h i n k I w i s h t o understand 
The causes of each g r e a t and s m a l l event 
For, as t h e l i g h t renews each i n c i d e n t . 
My f r i e n d s are f r e e o f g u i l t or I am f r e e 
Of s e l f - a c c u s e d r e s p o n s i b i l i t y . (66) 
"America! America!" i s " s o c i a l h i s t o r y " , b u t t h a t h i s t o r y 
i s p r e s e n t e d i n r e l a t i o n t o t h e Schwartz f i g u r e , 
Shenandoah. E v e r y t h i n g r e v o l v e s around t h e s e l f - r e g a r d i n g 
i n d i v i d u a l . A t t h e end o f t h e s t o r y he looks a t h i m s e l f 
i n t h e m i r r o r . He i s N a r c i s s u s , l o o k i n g t h r o u g h h i s 
image, and t h e images of those h i s mother has t o l d him 
about, f o r t h e l i g h t o f g r e a t e r s e l f - u n d e r s t a n d i n g . 
The s t o r y serves b o t h as an e x p r e s s i o n of s e p a r a t i o n 
and as a d r a m a t i z a t i o n o f t h e search f o r i d e n t i t y and 
i n c l u s i o n . 
I n t h e f i r s t paragraph Schwartz makes c l e a r the 
d i s l o c a t i o n e x p e r i e n c e d by Shenandoah and h i s g e n e r a t i o n . 
Shenandoah has r e t u r n e d from abroad. He has moved o u t s i d e 
" h i s n a t i v e c i t y " and t h e n come back t o d i s c o v e r t h a t 
"some g r e a t change" has o c c u r r e d t o those who stayed 
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b e h i n d . He h i m s e l f i s "unable t o w r i t e w i t h t h e g r e a t 
f l u e n c y and e x c i t e m e n t o f p r e v i o u s y e a r s " . His i d e n t i t y 
as a w r i t e r has somehow come i n t o doubt. The s o c i e t y 
he had l e f t has broken up and people have moved out o f 
t h e neighbourhood. His f r i e n d s h i p s "no l o n g e r e x i s t e d " 
and l a y i n "the grave o f t h e dead y e a r s " ( 6 7 ) . The 
r e s u l t i n g emotions are shame, embarrassment and 
p e r p l e x i t y . I t i s made c l e a r t h a t Shenandoah has been 
shut o f f fr o m h i s p a s t , as have t h e o t h e r s o f h i s 
g e n e r a t i o n , by s o c i a l changes, t h e Great Depression, 
t h e d i s p e r s i o n o f t h e neighbourhood and a c o n f u s i o n o f 
s p i r i t w h i c h p r e v e n t s any r a t i o n a l response t o these 
a l t e r a t i o n s . The changes are n o t c o n f r o n t e d . They are 
no t u n d e r s t o o d . 
Shenandoah's l o s t f r i e n d s h i p s , h a v i n g been mentioned, 
do n o t reappear i n t h e s t o r y . They are not r e c o v e r a b l e . 
The i m p l i c a t i o n i s t h a t t h i s aspect o f s o c i e t y i s 
ephemeral. The s t o r y c o n c e n t r a t e s on t h e much s m a l l e r , 
more w e l l - d e f i n e d u n i t o f t h e f a m i l y . I t i s "the mystery 
o f t h e f a m i l y l i f e " t h a t i s e x p l o r e d ( 6 8 ) . The a s s o c i a t i o n 
o f m o r t a l i t y w i t h t h e passage o f t i m e i t s e l f , "the dead 
y e a r s " , o s t e n s i b l y suggests t h a t t i m e , l i k e o l d 
f r i e n d s h i p s , i s u n r e c o v e r a b l e . Contained w i t h i n t h e 
metaphor, however, i s another o p t i o n . The f r i e n d s h i p s 
m i g h t n o t " r i s e from t h e grave" b u t "the mystery of the 
f a m i l y l i f e " does. The s t o r y i s a process o f r e s u r r e c t i o n . 
A f t e r t h i s i n t r o d u c t i o n Schwartz d e s c r i b e s 
Shenandoah's r o u t i n e as he l i s t e n s t o the h i s t o r y of 
t h e Baumann f a m i l y . I m p o r t a n t here i s t h e s t a t e of 
i d l e n e s s i n which Shenandoah e x i s t s . His p a s s i v i t y f o l l o w s 
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a time o f " i n t e n s e a c t i v i t y " ( 6 9 ) . I n i t i a l l y t h i s was 
f e l t t o be a p l e a s u r a b l e r e s p i t e : he "was not t r o u b l e d 
by h i s i d l e n e s s " ( 7 0 ) ; " i t was simple and p l e a s a n t " ( 7 1 ) . 
The s e t t i n g t o o i s i m p o r t a n t . I t i s a t i m e of "morning 
s u n l i g h t " , and t h e k i t c h e n i s marked by i t s "whiteness" 
( 7 2 ) . White, morning and s u n l i g h t a r e , l i k e snow, symbols 
of hope and renewal f o r Schwartz. McDougall observes 
t h a t " the w h i t e n e s s o f l i g h t i s t h e whiteness of a pure 
p o t e n t i a l t h a t generates a l l o f t h e c o l o r f u l v a r i e t y 
o f t h e v i s u a l w o r l d , j u s t as t h e sun, t h e source o f l i g h t 
i t s e l f , g e nerates a l l l i f e " ( 7 3 ) . While t h e r e i s a 
p o t e n t i a l a m b i g u i t y , Schwartz once n o t i n g t h a t " I f e e l 
I am b e i n g born a g a i n — b u t b e i n g born i s no g r e a t 
p l e a s u r e " ( 7 4 ) , t h e c o n n e c t i o n i s c l e a r enough between 
t h e morning and ideas o f r e n e w a l , r e b i r t h , reawakening 
and newness. There i s a l s o a c o n n e c t i o n w i t h another 
of Schwartz's f a v o u r i t e symbols, t h e phoenix. Schwartz's 
j o u r n a l s c o n t a i n e x p r e s s i o n s of h i s d e s i r e t o be "poet 
l a u r e a t e " o f "the e a r l y / Morning l i g h t " ( 7 5 ) , or "student 
o f t h e e a r l y - m o r n i n g / l i g h t " ( 7 6 ) . The n a r r a t o r of 
" I n Dreams Begin R e s p o n s i b i l i - c i e s " wakes, having become 
aware o f t h e d u t i e s of a d u l t h o o d , w i t h "the morning 
a l r e a d y begun" ( 7 7 ) . The word "morning" appears f o u r 
t i m es i n t h e f i r s t two sentences of t h e t h i r d paragraph 
of "America! America!", Shenandoah i s s e t t o experience 
a new b e g i n n i n g , a r e b i r t h . Having l o s t f r i e n d s and 
ceased w o r k i n g , h a v i n g broken w i t h t h e p a s t , he i s a l l 
p o t e n t i a l . 
Becalmed i n t h i s s t a t e , h i s sense o f i d e n t i t y comes 
i n t o q u e s t i o n : 
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A f t e r two months o f i d l e n e s s , Shenandoah began 
t o f e e l uneasy about these b r e a k f a s t p l e a s u r e s . 
The emotion which o f t e n succeeded extended 
i d l e n e s s r e t u r n e d a g a i n , t h e emotion o f a l o s s 
or l a p s e o f i d e n t i t y . (78) 
As w i t h t h e "unknown uneasiness" o f t h e f a t h e r i n " I n 
Dreams Begin R e s p o n s i b i l i t i e s " , g r e a t s t r e s s i s placed 
on t h e accompanying a n x i e t y : "uneasiness o f t h e whole 
b e i n g o v e r t o o k Shenandoah"; he p l a y e d " n e r v o u s l y " w i t h 
a spoon. However, t h e q u e s t i o n o f i d e n t i t y "was o n l y 
t h e p r o j e c t i o n o f some o t h e r a n x i e t y " , and Shenandoah 
"knew t h a t t o work t o o was merely t o deceive h i m s e l f 
about t h i s a n x i e t y " ( 7 9 ) . 
I n F r e u d i a n terms, p r o j e c t i o n i s a defence process 
l i n k e d t o p a r a n o i a : 
a p a r t i c u l a r way i s adopted o f d e a l i n g 
w i t h any i n t e r n a l e x c i t a t i o n s which produce 
t o o g r e a t an i n c r e a s e o f unpleasure: t h e r e 
i s a tendency t o t r e a t them as though they 
were a c t i n g , n o t from t he i n s i d e , b u t from 
t h e o u t s i d e , so t h a t i t may be p o s s i b l e t o 
b r i n g t h e s h i e l d a g a i n s t s t i m u l i i n t o o p e r a t i o n 
as a means o f defence a g a i n s t them. (80) 
Jung c o n t e s t s t h a t " p r o j e c t i o n s change t h e w o r l d i n t o 
t h e r e p l i c a o f one's own unknown f a c e " ( 8 1 ) , an image 
t h a t Schwartz m i g h t w e l l have a p p r e c i a t e d . Even w i t h 
h i s l o o s e use o f t h e term, however, Schwartz suggests 
t h e p r i o r o r i g i n o f t h e " o t h e r a n x i e t y " , as w e l l as the 
d i f f i c u l t y i n d e t e r m i n i n g i t s t r u e n a t u r e . 
By t h e use of such language, by t h e repeated 
i n t r o d u c t i o n o f terms d e n o t i n g forms o f worry and 
nervousness, Schwartz i n d i c a t e s t h e p s y c h o l o g i c a l , 
e m o t i o n a l depths w i t h which t h e s t o r y i s i n t e r e s t e d and 
t h e l e v e l o f unnameable a n x i e t y and dread a f f l i c t i n g 
104 
h i s hero. The s i l e n t f i f t h g host f u l f i l l s t h e same 
f u n c t i o n i n " C o r i o l a n u s and H i s Mother": "The s m a l l 
anonymous f i f t h whose f a c e i s hid d e n / By a w h i t e mask 
un-understood by a l l , / And who c a l l s up i n me an unknown 
f e a r " ( 8 2 ) . Worries about i d e n t i t y a re s t i l l r e a l . That 
t h e y are a p r o j e c t i o n does n o t make them any the l e s s 
f e l t , b u t t h e y are l e s s p r e s s i n g , o f l e s s danger t o the 
i n d i v i d u a l , t h a n t h e p r i m a r y dread from which t h e s e l f 
f l i e s . 
The Baumann s t o r y o n l y begins once t h i s background 
of a n x i e t y , i d e n t i t y l o s s , s e p a r a t i o n and community break 
up has been e s t a b l i s h e d : 
On t h e morning when t h i s uneasiness o f t h e 
whole b e i n g o v e r t o o k Shenandoah s e r i o u s l y , 
h i s mother's monologue began t o i n t e r e s t him 
more and more, much more t h a n ever b e f o r e , 
a l t h o u g h she spoke of human beings who, being 
of her own g e n e r a t i o n , d i d n o t r e a l l y i n t e r e s t 
Shenandoah i n themselves. (83) 
A c l e a r c o n n e c t i o n i s made between Shenandoah's f e a r 
and h i s sudden i n t e r e s t i n t h e Baumanns. His concern 
i s n o t w i t h them " i n themselves", b u t , by i m p l i c a t i o n , 
w i t h how t h e y r e l a t e t o h i s problems. His i n t e r e s t i s 
e s s e n t i a l l y n a r c i s s i s t i c . 
From t h i s p o i n t on t h e Baumanns become t h e focus 
of a t t e n t i o n . Mrs. F i s h i s o n l y r e i n t r o d u c e d now and 
then by t h e use of such phrases as "Mrs. F i s h c o n t i n u e d " 
( 8 4 ) , o r w i t h d e t a i l s o f her a c t i o n s i n t h e k i t c h e n ( 8 5 ) . 
More i m p o r t a n t l y , her presence i s o c c a s i o n a l l y f e l t i n 
her use of c e r t a i n words i t a l i c i z e d i n t h e t e x t . Such 
touches c a p t u r e t h e v o c a b u l a r y and i n t o n a t i o n o f the 
immigrant g e n e r a t i o n ' s speech, adding t o t h e accuracy 
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o f Schwartz's p o r t r a i t . They are a l s o p a r t o f a s t r a t e g y 
aimed a t p o i n t i n g up t h e d i s t a n c e between Shenandoah 
and t h e community and era w i t h which h i s mother i s 
d e a l i n g . T h e i r words are no l o n g e r h i s . P e r i o d charm, 
l o c a l c o l o u r and l i n g u i s t i c e x a c t i t u d e are i n t h i s 
i n s t a n c e d i s t a n c i n g d e v i c e s : 
he f e l t t h e c u r i o u s omniscience gained 
i n l o o k i n g a t o l d photographs where t h e posing 
f a c e s and t h e o l d - f a s h i o n e d c l o t h e s and the 
moment i t s e l f seem r i d i c u l o u s , i g n o r a n t , and 
unaware o f t h e p e r i o d q u a l i t y which i s t r u l y 
t h e r e , and t h e subsequent r e v e l a t i o n of waste 
and f a i l u r e . (86) 
There i s an echo here o f " I n Dreams Begin 
R e s p o n s i b i l i t i e s " where "the a c t o r s are dressed i n 
r i d i c u l o u s l y o l d - f a s h i o n e d c l o t h e s " ( 8 7 ) , t h e f i l m d e p i c t s 
t h e t r a g i - c o m i c i g n o r a n c e o f t h e p a r e n t s and t h e n a r r a t o r 
i n t h e audience knows o n l y t o o w e l l the f a i l u r e of the 
m a r r i a g e t o come. 
As has a l r e a d y been d i s c u s s e d , t h e n a r r a t o r of " I n 
Dreams Begins R e s p o n s i b i l i t i e s " i s so c l o s e t o t h e a c t i o n 
on t h e screen t h a t h i s r e a c t i o n s can be c u t i n t o the 
s t o r y , sometimes i n mid-sentence. The p a s t i s being 
r e h e a r s e d w i t h i n h i s own mind r a t h e r than recounted t o 
him by someone e l s e . Shenandoah, by c o n t r a s t , i s not 
a f e l t presence w h i l e h i s mother i s t e l l i n g t h e Baumann 
s t o r y . I n s t e a d he serves as a means of i n t e r r u p t i o n . 
The break between t h e i n t r o d u c t i o n and t h e Baumann s t o r y 
t a k e s t h e f o r m o f a d i s s o l v e , t o use a c i n e m a t i c metaphor. 
I t i s n o t a b r u p t . Shenandoah's r e a c t i o n t o h i s mother's 
use o f t h e word "game" i s noted i n passing as the s t o r y 
g e t s under way ( 8 8 ) . Soon a f t e r w a r d s , a p a r e n t h e t i c a l 
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not e acknowledges Shenandoah's i r o n i c r e a c t i o n t o the 
s t o r y . T h e r e a f t e r , however, Shenandoah's appearances 
are n o t c o n t a i n e d w i t h i n t h e process o f t h e s t o r y - t e l l i n g , 
b u t i n s t e a d a r e s e t a p a r t . They are r e s e r v e d f o r 
paragraphs o f t h e i r own and are i n t r o d u c e d by a v a r i a t i o n 
on a f o r m u l a i c phrase: "as Shenandoah l i s t e n e d " ( 8 9 ) ; 
"Shenandoah as he l i s t e n e d " ( 9 0 ) ; "Shenandoah l i s t e n e d " 
( 9 1 ) . He i s even i s o l a t e d i n t h i s way. 
Shenandoah's i n t e r r u p t i o n s o f f e r n o t so much an 
o p p o r t u n i t y t o comment on t h e p r e c e d i n g s e c t i o n o f the 
Baumann s t o r y as t h e y do a way of d e t a i l i n g h i s at t e m p t s 
t o come t o terms w i t h f e e l i n g s o f a l i e n a t i o n : " h i s own 
t h o u g h t s , which had t o do w i t h h i s own l i f e , and seemed 
t o have n o t h i n g t o do w i t h these human b e i n g s , began 
t o t r o u b l e him" ( 9 2 ) ; "Shenandoah as he l i s t e n e d t r i e d 
t o go back by i m a g i n a t i o n o r i m a g i n a t i v e sympathy t o 
t h e l i v e s o f these people" ( 9 3 ) ; "he r e f l e c t e d upon h i s 
s e p a r a t i o n f r o m these people" ( 9 4 ) ; "Shenandoah t r i e d 
t o imagine t h e i r a r r i v a l i n t h e new w o r l d " a l t h o u g h "he 
knew t h a t h i s i m a g i n a t i o n f a i l e d him" ( 9 5 ) . 
Since these i n t e r r u p t i o n s are e x t e r i o r t o t h e Baumann 
s t o r y , t h e r e i s a d i s t i n c t danger i n t h e method. Schwartz 
r e c o g n i z e s t h e problem i n one o f Gide's p l a y s : 
The weakness of t h e p l a y , c o n s i d e r e d s o l e l y 
as a p l a y , i s t h a t t h e c h a r a c t e r s t e n d t o t a l k 
about m o r a l p r i n c i p l e s and ideas i n s t e a d o f 
d r a m a t i z i n g them, a t e m p t a t i o n t o which most 
a u t h o r s who a r e i n t e r e s t e d i n ideas succumb. 
Both Broadway and Henry James warn of the 
danger, t h e former w i t h t h e i r o n r u l e , "Don't 
t e l l 'em, show 'em," and t h e l a t t e r by speaking 
of "the p l a t i t u d e o f mere statement." (96) 
One m i g h t w e l l be tempted t o argue t h a t i n "America! 
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America!" Schwartz breaks Broadway's " i r o n r u l e " and 
lapses i n t o " p l a t i t u d e " . I t i s n o t r e a d i l y apparent 
how Shenandoah's i n t r u s i o n s are supposed t o r e l a t e t o 
t h e Baumann s t o r y . His t h o u g h t s "seemed t o have n o t h i n g 
t o do w i t h t hese human b e i n g s " . 
The o b s c u r i t y o f t h e l i n k between Shenandoah and 
h i s mother's monologue has l e d t o a t l e a s t one c r i t i c 
s e r i o u s l y m i s u n d e r s t a n d i n g i t s n a t u r e . R i c h a r d McDougall 
m a i n t a i n s t h a t t h e "unbreakable u n i t y " b i n d i n g Shenandoah 
t o t h e Baumanns c o n s i s t s merely of t h e f a c t t h a t "he 
has been as d e c e i v e d and d e f e a t e d i n h i s own hopes as 
an a r t i s t as t h e y have been i n t h e i r dreams of m a t e r i a l 
success", w i t h t h e r e s u l t b e i n g t h a t "they are a l l 
v i c t i m s o f t h e h i s t o r i c a l moment and of a f a t a l i t y 
t h a t runs c o u n t e r t o human a s p i r a t i o n s and g o a l s " ( 9 7 ) . 
T h i s i s n o t what t h e s t o r y i s about, and, even i f i t 
were, i t h a r d l y amounts t o a case of "unbreakable u n i t y " . 
I f t h e c o n n e c t i o n amounted t o no more than t h i s , then 
any f a m i l y anywhere t h a t had s u f f e r e d m a t e r i a l 
d i s i l l u s i o n m e n t would be adequate t o Schwartz's purpose. 
Issues o f community and f a m i l y h i s t o r y would be 
i r r e l e v a n t . 
Shenandoah's own e v e n t u a l r e c o g n i t i o n of t h e bond 
i s preceded by a g r a d u a l break down i n the 
s t o r y / i n t e r r u p t i o n / s t o r y s t r u c t u r e of "America! America!". 
He h i m s e l f accepts t h e r e l e v a n c e of t h e Baumanns t o h i s 
own e x i s t e n c e a t t h e same time as he becomes i n t e g r a t e d 
i n t o t h e t e l l i n g o f t h e i r s t o r y . The change t h a t comes 
over Shenandoah i s f i r s t h i n t e d a t w i t h an acknowledgement 
of h i s g r o w i n g i n t e r e s t ( 9 8 ) . The most i m p o r t a n t s t e p 
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comes n e x t when t h a t i n v o l v e m e n t overwhelms him and he 
s t a r t s t o c o n t r i b u t e h i s own memories of t h e Baumanns: 
Each i n c i d e n t c i t e d by h i s mother suggested 
another one t o Shenandoah, and he began t o 
i n t e r r u p t h i s mother's s t o r y and t e l l her what 
he h i m s e l f remembered. She would s e i z e whatever 
he mentioned and augment i t w i t h her own 
r i c h n e s s of knowledge and e x p e r i e n c e . (99) 
The Baumann s t o r y t h e r e f o r e becomes as much Shenandoah's 
account as h i s mother's. Mrs. Baumann's l a s t v i s i t , f o r 
i n s t a n c e , i s r e c a l l e d by Shenandoah. He no l o n g e r stands 
o u t s i d e engaged i n t h o u g h t s of h i s own. As. "America! 
America!" reaches i t s c o n c l u s i o n Shenandoah's r e c o n n e c t i o n 
w i t h those w i t h whom he has a shared p a s t i s wrought 
i n t h e s t o r y ' s form and n o t j u s t imposed t h r o u g h "the 
p l a t i t u d e o f mere stat e m e n t " . Furthermore, when Shenandoah 
c a s t i g a t e s h i m s e l f because "he had l i s t e n e d from such 
a d i s t a n c e t h a t what he saw was an o u t l i n e , a c a r i c a t u r e , 
and an a b s t r a c t i o n " , t h i s i s a l s o a statement of a t r u t h 
t h a t has been made apparent i n t h e s t o r y ' s form. The 
danger of t h e method has been t u r n e d t o Schwartz's 
advantage i n o r d e r t o prove h i s p o i n t . 
However, i t would be wrong t o argue t h a t "America! 
America!" i s d i r e c t e d s o l e l y towards t h e acceptance of 
Shenandoah's e s s e n t i a l k i n s h i p w i t h t h e f i g u r e s of h i s 
p a s t . I m m e d i a t e l y a f t e r a d m i t t i n g t h e r e l a t i o n s h i p , 
and a f t e r h a v i n g been r e i n t e g r a t e d i n t o t h e s t o r y , the 
hero steps out on h i s own a g a i n . He contemplates h i m s e l f 
i n t h e m i r r o r . He a s s e r t s t h e i m p o s s i b i l i t y of ever 
t r u l y knowing h i m s e l f . The i m p l i c a t i o n has t o be t h a t 
people can a f t e r a l l o n l y be seen as "an o u t l i n e , a 
c a r i c a t u r e , and an a b s t r a c t i o n " . 
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The sentence i n which, t h e "unbreakable u n i t y " i s 
accepted i s n o t s i m p l e : " h i s s e p a r a t i o n was a c t u a l 
enough, b u t t h e r e e x i s t e d a l s o an unbreakable u n i t y " 
( 1 0 0 ) . S e p a r a t i o n and u n i t y c o e x i s t i n t e n s i o n , i n 
b alance. The f i n a l moments o f t h e s t o r y r e s t o r e t h e 
emphasis t o t h e f i r s t p a r t of t h a t sentence. The balance 
t i l t s . While t h e p r e c e d i n g Baumann n a r r a t i v e has d e a l t 
w i t h people as t h e y i n t e r a c t , t h e f i n a l moments of 
"America! America!" f o c u s on t h e s o l i t a r y i n d i v i d u a l . 
When Mrs. F i s h concludes by drawing t h e moral " t h a t some 
human beings seemed t o be r u i n e d by t h e i r best q u a l i t i e s " , 
Shenandoah t u r n s i t i n t o "a g e n e r a l i z a t i o n about t h e 
f a t e o f a l l human beings and h i s own f a t e " ( 1 0 1 ) . The 
m e ntion of " h i s own f a t e " i s redundant, y e t h i g h l y 
s u g g e s t i v e of Shenandoah's t u r n of mind. For him, 
g e n e r a l i t i e s a r e n o t i m p o r t a n t , t h e f a t e of h i s own s e l f 
i s . He asks t h r e e q u e s t i o n s about h i s f a t e and draws 
t h r e e c o n c l u s i o n s about h i m s e l f . " I " i s the s i g n i f i c a n t 
r e p e a t e d word. 
"America! America!" ends w i t h a r e t r e a t from 
a f f i r m a t i o n as Shenandoah denies t h a t anyone " t r u l y e x i s t s 
i n t h e r e a l w o r l d " . The s t o r y t h e r e f o r e p u l l s i n a number 
of c o n f l i c t i n g d i r e c t i o n s . I t d e als w i t h t h e 
r e i n t e g r a t i o n o f t h e i n d i v i d u a l i n t o s o c i e t y and t h e 
d i f f i c u l t y o f m a i n t a i n i n g a sense of i d e n t i t y when alone. 
However, i t a l s o c h r o n i c l e s t h e wasted l i v e s and 
o p p o r t u n i t i e s produced by an i n a b i l i t y or u n w i l l i n g n e s s 
t o escape t h e p r o t e c t i o n o f t h e f a m i l y , as w e l l as 
i n d i c a t i n g t h e i m p o s s i b i l i t y of a r r i v i n g a t t r u e 
self-knov/ledge w h i l e i n s o c i e t y . 
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Although Shenandoah comes t o . recognize h i s 
fundamental connection t o the Baumanns, h i s questions 
a t the end of the st o r y remain the same as at the 
beginning. Schwartz points up t h i s c o n t i n u i t y by 
r e t a i n i n g elements of phrasing. One of Shenandoah's 
e a r l y i n t e r r u p t i o n s includes t h i s question: 
What i s I t , he said t o himself, t h a t I do not 
see i n myself, because i t i s of the present, 
as they d i d not see themselves? How can one 
look a t oneself? No one sees himself. (102) 
The same question at the end of the story receives 
e s s e n t i a l l y the same answer: 
What i s i t t h a t I do not see now i n myself? 
I do not see myself. I do not know myself, 
I cannot look at myself t r u l y . (103) 
The only change is. t h a t whereas o r i g i n a l l y Shenandoah 
i s content t o generalize, the second time he asks the 
question i t has become i n t e n s e l y personal. "One" has 
been replaced by " I " . The desire t o "see myself", t o 
know how t o "look at oneself", i s , of course, the impetus 
behind Schwartz's use of the m i r r o r image. For once, 
though, a character looks a t himself i n the m i r r o r and 
there i s no sudden self-awareness. No matter how great 
the emphasis placed on the necessity f o r the i n d i v i d u a l 
t o e x i s t i n a s o c i a l context, t h a t i n d i v i d u a l i s s t i l l 
unable t o step outside him or h e r s e l f and break through 
t o o b j e c t i v e knowledge. 
I l l 
IV 
"The World i s a Wedding" presents c e r t a i n obvious 
d i f f e r e n c e s from both "Americal Americal" and " I n Dreams 
Begin R e s p o n s i b i l i t i e s " . The most s i g n i f i c a n t of these 
i s t h a t f o r once Schwartz makes do without e i t h e r a clear 
c e n t r a l character or a n a r r a t o r . There i s also no 
i n t e r n a l or secondary t a l e l i k e the Baumann h i s t o r y and 
the f i l m i n the other two s t o r i e s . The reader i s 
th e r e f o r e not presented w i t h a n a r r a t i v e t h a t i s subject 
t o the analysis of a character a c t i n g as a surrogate 
f o r the author. Indeed, there i s no one f i g u r e standing 
i n f o r the w r i t e r . Regardless of whether the reader 
recognizes the b i o g r a p h i c a l background t o the story t h a t 
A t l a s i d e n t i f i e s , not even Jacob, "the conscience or 
judge of the c i r c l e " (104), i s as c l e a r l y a representation 
of Schwartz as Shenandoah i s i n "Americal Americal" or 
as the n a r r a t o r i s i n " I n Dreams Begin R e s p o n s i b i l i t i e s " . 
Indeed, w h i l e elements of Schwartz's dilemma as a w r i t e r 
are expressed through Jacob, they are also a r t i c u l a t e d 
by other characters, i n c l u d i n g Ferdinand and even Rudyard, 
the supposedly r e v i l e d Paul Goodman f i g u r e . 
The s t o r y concerns i t s e l f w i t h a " c i r c l e of human 
beings u n i t e d by need and love" t h a t i s formed " j u s t 
a t the beginning of the great depression" (105). The 
socio-economic background t o the s t o r y i s c l e a r l y 
e s t a blished. The members of the c i r c l e are a l l i n i t i a l l y 
unemployed, having j u s t f i n i s h e d , or being i n the process 
of f i n i s h i n g , t h e i r formal education. The leader, 
Rudyard, i n i t i a t e s the c i r c l e as a form of salon when 
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he decides not t o get a job but instead t o devote himself 
t o w r i t i n g . As Schwartz w r i t e s , " i n a way, t h i s r e f u s a l 
t o become a teacher and t o earn a l i v i n g was the beginning 
of the c i r c l e " (106). The other members are f r u s t r a t e d 
by the Depression i n t h e i r attempts t o f i n d careers. 
Their hopes are l e f t "worn t h i n l i k e a c l o t h " (107). 
This f r u s t r a t i o n r e s t r i c t s the members' "true l i f e " t o 
the c i r c l e , as does " t h e i r lower middle class poverty" 
which prevents thoughts of romance and marriage (108). 
Schwartz t h e r e f o r e makes i t clear t h a t the c i r c l e 
i s founded upon a r e j e c t i o n of society and conventional 
r e s p o n s i b i l i t y , a " r e f u s a l . . . t o earn a l i v i n g " , 
a t the same time as i t s c r e a t i o n i s provoked by society's 
i n a b i l i t y t o provide a normal economic place f o r those 
i n the c i r c l e . Only w i t h the end of the Depression does 
the c i r c l e lose t h i s economic j u s t i f i c a t i o n : 
The c i r c l e a l t e r e d as the great depression 
was s t a b i l i z e d and modified. The idleness which 
had been beyond reproach because no one was 
successful, because most were f r u s t r a t e d , 
because the parents' generation had l o s t so 
much of i t s g r i p and p r i d e , ended, f o r now 
there were jobs f o r everyone, although not 
the jobs each one v;anted. (109) 
The d e t a i l t h a t the newly a v a i l a b l e jobs are "not the 
jobs each one wanted" i n d i c a t e s t h a t even a comparative 
increase i n economic p r o s p e r i t y i s not necessarily 
s u f f i c i e n t f o r an increase i n personal s a t i s f a c t i o n . 
This i s a p o i n t taken up by Jacob elsewhere i n the sto r y : 
The depression i s as much an e f f e c t as a cause, 
and the amount of unhappiness was perhaps as 
great i n 1928 as i n 1934. (110) 
Having placed such great emphasis on the economic 
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i n f l u e n c e on the l i v e s of the members of the c i r c l e , 
Schwartz uses comments such as t h i s t o suggest t h a t other 
considerations may i n f a c t be more important. 
Jacob's observation emerges as a c r u c i a l aspect 
of the issues around which "The World i s a Wedding" 
revolves. The statement i n the second paragraph of the 
s t o r y t h a t the c i r c l e i s "united by need and love" i s 
soon shown t o be a misleading s i m p l i f i c a t i o n , and perhaps 
even f a l s e . At the very l e a s t f u r t h e r elaboration i s 
needed. The remainder of the s t o r y can be viewed as 
p r o v i d i n g the required a m p l i f i c a t i o n and e x p l i c a t i o n , 
culminating i n Jacob's a f f i r m a t i o n of the all-embracing 
nature of the wedding t h a t i s l i f e . 
Although the end of the Great Depression, or more 
p r e c i s e l y , t o use Schwartz's terminology, the s t a b i l i z i n g 
of i t , removes the economic j u s t i f i c a t i o n f o r the c i r c l e , 
i t does not b r i n g i t t o an end. The c i r c l e , l i k e the 
Depression, i s "modified". Members f i n d jobs. They 
can now a f f o r d a "modest round of l u x u r i e s " (111). Some 
eventually become involved w i t h women. Though marriage 
I S feared as d i s r u p t i v e , such an involvement does not 
necessarily a l t e r a member's r e l a t i o n s h i p t o the c i r c l e : 
His marriage became by imperceptible degrees 
of which no one dared t o speak, a recognized 
union, but t h i s d i d not change i n the least 
Ferdinand's p a r t i c i p a t i o n i n the c i r c l e or 
h i s mode of l i f e . (112) 
Even Rudyard's decision t o leave and take a teaching 
post, d e p r i v i n g the group of i t s o r i g i n a l leader, does 
not b r i n g an end t o the c i r c l e , though h i s r o l e has 
admittedly by t h a t p o i n t been l a r g e l y taken over by 
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Ferdinand. Jacob c e r t a i n l y argues t h a t the c i r c l e w i l l 
continue t o e x i s t . The end of the story leaves i t s 
eventual f a t e unresolved, but the reader i s given no 
r e a l reason t o believe t h a t i t w i l l soon break up. 
I f , u l t i m a t e l y , the c i r c l e i s held together neither 
by economic conditions nor by Rudyard, then nor i s i t 
t r u l y u n i t e d by love. At a basic l e v e l i t i s clear t h a t 
not a l l members of the c i r c l e even l i k e each other. 
Rudyard, f o r instance, has "open contempt f o r Marcus" 
(113). More fundamentally, though, Jacob maintains t h a t 
the c i r c l e ' s behaviour i s p a r t l y explained by i t s members' 
ignorance of love: 
Jacob, somewhat apart, saw t h a t on t h i s subject 
opinion was absolute and speculation i n f i n i t e 
p r e c i s e l y because they were so f a r from the 
a c t u a l i t y of love. (114) 
The same reasoning i s used e a r l i e r by Jacob t o explain 
h i s perception of the c r u e l t y of Ferdinand's s t o r i e s : 
"You have t o love human beings," thought Jacob, 
" i f you want t o w r i t e s t o r i e s about them. Or 
at l e a s t you have t o want t o love them. Or 
at l e a s t you have t o imagine the p o s s i b i l i t y 
t h a t you might be able t o love them. Maybe 
th a t ' s not t r u e . But i t i s t r u e t h a t Ferdinand 
detests everyone but h i s f r i e n d s of the c i r c l e . " 
(115) 
This l a s t quotation i s a prime example of one of 
Schwartz's most d i s t i n c t i v e l i t e r a r y t a c t i c s : he proposes 
a d e f i n i t e statement, an apparent answer and a f f i r m a t i o n , 
then backs away from i t , q u a l i f i e s i t and o f t e n resolves 
i t down t o u n c e r t a i n t y . This i s f r e q u e n t l y done t o comic 
e f f e c t . Here the t a c t i c i s used t o suggest not only 
the comic d i f f i c u l t y inherent i n a r r i v i n g at any easy 
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f o r m u l a t i o n concerning the p r e r e q u i s i t e s f o r good w r i t i n g , 
but also the distance t o be t r a v e l l e d before one can 
be said t o "love human beings". The gradual weakening 
of Jacob's f o r m u l a t i o n , emphasized by the formal 
r e p e t i t i o n of the phrase "or at l e a s t " , the comic 
el a b o r a t i o n of the t h i r d sentence and the abrupt, though 
t e n t a t i v e , admission i n the f o u r t h sentence t h a t the 
whole n o t i o n may be i n c o r r e c t anyway, i s str o n g l y 
i n d i c a t i v e of Jacob's u n c e r t a i n t y about the p o s s i b i l i t y 
of f i n a l l y a r r i v i n g a t the p o i n t where one can love 
others. 
The group's knowledge of love i s presented as purely 
t h e o r e t i c a l and without foundation i n experience. That 
i s not t o say t h a t they are sexually i n a c t i v e or 
ro m a n t i c a l l y uninvolved. Certain members do become 
attached, even marry. But t h i s does not necessarily 
r e s u l t i n an improvement i n t h e i r understanding. The 
homosexual Francis i s sexually very a c t i v e , yet the 
i n t i m a t i o n i s t h a t i n h i s case the motivation i s not 
so much love as h i s b e l i e f , f i r s t l y , t h a t homosexuality 
i s "the r e a l r i g h t t h i n g " (the awkward, slangy nature 
of the phrase a c r i t i c i s m i n i t s e l f ) and, secondly, t h a t 
h i s behaviour i s j u s t i f i e d by "the great authors and 
a r t i s t s who had been as he was" (116). Moreover, his 
"sexual preoccupation" i s considered by Jacob t o be "a 
kind of s u n l i g h t " i n which "he had come at l a s t to see 
only the s u n l i g h t and nothing else" (117). For Francis, 
the n o t i o n of a Pl a t o n i c Good has been reduced t o mere 
sexual a c t i v i t y . His need f o r the others i s 
correspondingly diminished. He slowly withdraws from 
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the c i r c l e . 
I f , then, the c i r c l e i s indeed "united by need and 
love", the t r u e emphasis i n t h a t conjunction i s on the 
no t i o n of need. The members stay together because they 
need each other. This t r u t h i s a r t i c u l a t e d by Jacob 
towards the end of the s t o r y : 
The f a c t i s . . . we a l l have each other 
and we a l l need each other. . . . A l l of 
us consume each other, and l i f e without such 
f r i e n d s as we are t o each other would be 
unbearable. (118) 
Put l i k e t h i s , the need expressed i s scarcely equivalent 
t o conventional notions of love. I t involves feeding 
o f f others i n order t o r e l i e v e one's own pain. However, 
t h i s i s not as fundamentally s e l f i s h as i t may at f i r s t 
seem. Jacob continues by maintaining t h a t "the best 
pleasure of a l l i s t o give pleasure t o another being" 
(119). 
That l i f e should be so p a i n f u l f o r the i n d i v i d u a l 
i s not merely the consequence of economic conditions. 
A clue t o the underlying malaise comes when Jacob 
contemplates the nature of urban l i f e : 
They d i d not i n h a b i t a t r u e community and there 
was an estrangement between each human being 
and h i s f a m i l y , or between h i s fa m i l y and his 
f r i e n d s , or between h i s f a m i l y and his school. 
Worst of a l l was the estrangement i n the f a c t 
t h a t the c i t y as such had no true need of any 
of them, a f a c t which became more and more 
cl e a r during the great depression. (120) 
New York i s described as "the c a p i t a l of departure", 
a place t h a t "contains a l l of the means of departure 
as w e l l as r e t u r n " (121). The place where they l i v e 
provides the members of the c i r c l e w i t h no true r oots. 
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The c i t y i s by i t s very nature r o o t l e s s . Modern urban 
l i v i n g i s based on f l u x . Society i s fragmented. Social 
u n i t s are t i n y . There i s no bond between f a m i l y , school 
and f r i e n d s . The s i t u a t i o n depicted here i s more extreme 
than i n "America! America!". I n t h a t story the 
"unbreakable u n i t y " binding the i n d i v i d u a l t o his fa m i l y 
m i t i g a t e s h i s f e e l i n g s of a l i e n a t i o n from them. I n "The 
World i s a Wedding" the f a m i l y has ceased t o be a source 
of comfort. The only important f a m i l y r e l a t i o n s h i p i n 
the s t o r y i s between Rudyard and Laura, who are brother 
and s i s t e r , and he makes her miserable. 
At one p o i n t Jacob does contemplate the e f f e c t of 
the f a m i l y on the i n d i v i d u a l : 
" I s i t something i n the darkness of the f a m i l y 
l i f e from which we have a l l emerged which 
compels Edmund t o assert himself l i k e that? 
I s i t h i s two brothers, h i s f a t h e r ' s tyranny, 
or h i s mother's unequal a f f e c t i o n s ? That's 
j u s t one more t h i n g we don't know." 
Jacob paused t o have a modest lunch. 
(122) 
The p o s s i b i l i t y of Freudian motivations i s recognized, 
but only i n such a way as t o undermine t h a t 
acknowledgement. The passage i s another example of 
Schwartz's favoured l i t e r a r y t a c t i c : the seriousness, 
the f o r m a l i t y , the pomposity of Jacob's formulations 
g e n t l y mock both him and them. The admission of ignorance 
weakens them f u r t h e r . They f i n a l l y collapse under the 
abrupt switch marked by the next paragraph. I t i s not 
t h a t Schwartz necessarily doubts the r e a l i t y pointed 
a t by Freudian psychoanalysis. He i s q u i t e capable of 
s i n c e r e l y b e l i e v i n g i n something yet holding up i t s 
contrary as possible. Rather, i t i s t h a t , i n the society 
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depicted i n "The World i s a Wedding", c e r t a i n t y over 
psychoanalytic issues i s impossible. Doubt i s the n a t u r a l 
s t a t e of mind. 
Amid such f l u x the i n d i v i d u a l has t o f i n d s t a b i l i t y 
i n some form of community. I t i s t h i s t h a t the c i r c l e 
provides: "they came together i n order not to be alone, 
t o escape from deviceless s o l i t u d e " (123). As has been 
said, i t i s not love t h a t i s the a t t r a c t i n g f a c t o r , but 
a need t h a t must be assuaged. Two examples can be given: 
Jacob, t h i n k i n g about h i s f r i e n d s and walking 
many c i t y blocks, was borne forward by the 
f e e l i n g t h a t through them he might know h i s 
own f a t e , because of t h e i r likeness, d i f f e r e n c e , 
and v a r i e t y . (124) 
Rudyard's m o t i v a t i o n i s also s e l f i s h : 
The v o l l e y of the conversation, as at a tennis 
match, was a l l t h a t he took w i t h him. For what 
he wanted and what s a t i s f i e d him was the 
a c t i v i t y of h i s own mind. This need and 
s a t i s f a c t i o n kept him from becoming t r u l y 
i n t e r e s t e d i n other human beings, although 
he sought them out a l l the time. (125) 
The d e s c r i p t i o n of Jacob's hope i s immediately 
recognizable as a rendering of Schwartz's own a r t i s t i c 
method and concern. The i d e n t i f i c a t i o n i s helped by 
the use of Jacob as the primary commentator on the c i r c l e , 
i t s "conscience or judge". The c r i t i c i s m of the 
self-obsessed Rudyard i s f o r a f a i l i n g very s i m i l a r to 
Jacob's. I f Jacob i s " i n t e r e s t e d i n other human beings", 
t h i s i s only because he i s r e a l l y i n t e r e s t e d i n himself 
and h i s "own f a t e " . The i n d i v i d u a l ' s own s e n s i b i l i t y , 
h i s own mind, f e e l i n g s and cares have become his prime, 
i f not h i s only , preoccupation. 
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This connection between the i n d i v i d u a l ' s concern 
w i t h h i s s e n s i b i l i t y and an a l i e n a t i o n from normal s o c i a l 
s t r u c t u r e s suggests a d i r e c t thematic l i n k between "The 
World i s a Wedding" and "The I s o l a t i o n of Modern Poetry". 
The members of the c i r c l e correspond t o those described 
i n the essay who, having been "separated from the whole 
l i f e of society" (126), are each l e f t w i t h "no serious 
a c t i v i t y other than the c u l t i v a t i o n of h i s own 
s e n s i b i l i t y " (127). The completeness of the separation 
i s q u i t e c l e a r i n "The World i s a Wedding". Given the 
f a i l u r e of the c i t y , the f a m i l y and other s o c i a l u n i t s 
t o provide a cohesive foundation f o r l i f e , the c i r c l e 
comes i n t o being as an e n t i r e l y s e l f - s u f f i c i e n t u n i t . 
This i s c l e a r l y i n d i c a t e d by the v i s i t of someone who 
i s i n t e r e s t e d i n producing Rudyard's plays: 
I t seemed t o him t h a t the human beings of t h i s 
c i r c l e e x i s t e d i n a p r i v a t e realm which d i d 
not permit the v i s i t i n g stranger such as himself 
a tr u e view of what they were and t h e i r l i f e . 
He never saw them again. (12 8) 
L i f e i n the c i r c l e i s marked by "the v o l l e y of the 
conversation". Each event i s subjected t o "passionate 
i n t e r p r e t a t i o n " as the members indulge t o the f u l l the 
expression of t h e i r s e n s i b i l i t i e s (129), Most of them 
are a s p i r i n g a r t i s t s or view t h e i r l i v e s i n r e l a t i o n 
t o a r t , whether i t be Francis w i t h h i s emulation of great 
homosexual w r i t e r s or Rudyard w i t h the long series of 
plays t h a t he w r i t e s and reads t o the others. Words 
are t h e i r n a t u r a l concern. As McDougall observes, "the 
very s t r u c t u r e of 'The World i s a Wedding' i s determined 
by t h i s emphasis on words": 
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I t shows the f a r t h e s t development of Schwartz's 
method of evoking character and mood by means 
of conversation and by modulations of the 
n a r r a t o r ' s tone of voice. The young people 
of the s t o r y , a l l of them l i t e r a t e and given 
t o analysis of themselves and one another, 
indulge i n a c o n t i n u a l play of language. (130) 
Once the l i n k between "The VJorld i s a Wedding" and 
"The I s o l a t i o n of Modern Poetry" becomes cl e a r , i t also 
becomes apparent t h a t the s t o r y functions as a sustained 
c r i t i c i s m of the essay. Of course, i n the essay Schwartz 
i s p r i m a r i l y attempting t o describe the s i t u a t i o n i n 
which the modern a r t i s t f i n d s himself and the h i s t o r i c a l 
process t h a t gave r i s e t o i t . He i s not presenting t h a t 
s t a t e of a f f a i r s as wholly d e s i r a b l e , nor i s he i n d i c a t i n g 
t h a t the a r t i s t has any r e a l c o n t r o l over the f a c t o r s 
t h a t caused i t . However, he does assume an a r t i s t engaged 
i n the serious p u r s u i t of h i s a r t . There i s no doubt 
as t o the esteem i n which t h i s a c t i v i t y i s held. I n 
"The Vocation of the Poet i n the Modern World" he 
maintains t h a t the poet's c a l l i n g i s something t o which 
"one must respond w i t h the whole of one's being" (131), 
and he describes the poet as "a p r i e s t who performs a 
ceremony of marriage each time he composes a poem" (132). 
I n "The World i s a Wedding" Schwartz shows how a r t i s t i c 
endeavour can degenerate i n t o s e l f - d e l u s i o n , 
self-indulgence and stagnation. 
There are moments i n the s t o r y when the i d e a l of 
the a r t i s t / p r i e s t i s considered. Most notable of these 
i s the occasion when Jacob comes to r e a l i z e the primacy 
of h i s a r t i s t i c a s p i r a t i o n s over monetary considerations. 
He admits t h a t the possession of "one m i l l i o n d o l l a r s " 
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would have l i t t l e meaning t o him since " i t would not 
help me t o make t h i s short novel, which i s worthless, 
a short novel which i s good" (133). An e a r l i e r instance 
e f f e c t i v e l y dramatizes the contention i n "The I s o l a t i o n 
of Modern Poetry" t h a t the a r t i s t i s "separated" from 
others "by the opposition between h i s values as an a r t i s t 
and t h e i r values as respectable members of modern society" 
(134): 
"You have j u s t seen a genius," said Edmund 
to h i s mother. 
"How much money does he make?" asked Mrs. 
Kish. (135) 
This quick exchange c r y s t a l l i z e s w i t h comic succinctness 
the nature of the c o n f l i c t between both the a r t i s t and 
society and the younger and older generations. However, 
the comedy has an unexpected i m p l i c a t i o n . I t i s not 
so much Mrs. Kish who i s mocked f o r materialism, as i t 
i s Edmund whose pomposity i s punctured by the r a p i d i t y 
and r a t i o n a l i t y of her r i p o s t e . That the p r i n c i p a l 
mockery i s not d i r e c t e d a t Mrs. Kish i s an impression 
r e i n f o r c e d by the consequent behaviour of the members 
of the c i r c l e . They recognize t h a t her remark i s 
" b r i l l i a n t " , but t h e i r attempts t o use i t as the basis 
of "a new genre f o r the epigram" (136), and t h e i r feeble, 
laboured v a r i a t i o n s , i l l u s t r a t e both t h e i r f a i l u r e t o 
grasp what makes the question " b r i l l i a n t " and also the 
paucity of t h e i r imaginative powers. 
I n much the same way Schwartz manages t o t u r n Jacob's 
r e j e c t i o n of the "one m i l l i o n d o l l a r s " against the group. 
They are "very much moved and impressed" by t h i s 
r e n u n c i a t i o n (137), as indeed should be the reader. 
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Yet once again they are shown t o have missed the p o i n t . 
The s i n c e r i t y of the o r i g i n a l emotion i s l o s t i n t h e i r 
l a t e r conception of the event. They t a l k of i t as "the 
great r e j e c t i o n " . Edmund maintains t h a t i t in d i c a t e s 
a discovery of "the e s s e n t i a l v a n i t y and emptiness of 
our s o c i e t y " . Again, they "invent v a r i a t i o n s , d e l i c i o u s 
t o them, of the enigmatic sentences" (138). The comic 
treatment of t h e i r pomposity undermines t h e i r p o s i t i o n . 
The f i n a l touch, the n o t i o n t h a t t h e i r behaviour i n t h i s 
matter creates among strangers "the i l l u s i o n t h a t Jacob 
was a fabulous h e i r " (139), humorously suggests the extent 
t o which t h e i r a r t i s t i c pretensions r e s u l t i n a d i s t o r t i o n 
of r e a l i t y . 
Schwartz does not only undercut the concept of the 
a r t i s t ' s s u p e r i o r i t y t o m a t e r i a l i s t values. "The 
I s o l a t i o n of Modern Poetry" deals w i t h the increased 
need of the a r t i s t t o be "engaged i n f o l l o w i n g the 
minutest movements, tones, and d i s t i n c t i o n s of h i s own 
being as a poe t i c man" (140). I n "The World i s a Wedding" 
the members of the c i r c l e are shown engaged i n a rigorous 
examination of the m o t i v a t i o n behind the marriage of 
an acquaintance. They propose a whole array of ingenious, 
i n t r i c a t e , psychological and s o c i a l causes f o r such 
behaviour. Yet the m u l t i p l i c i t y of reasons suggested, 
and t h e i r c o n t r a d i c t o r y nature, eventually come t o stand 
as an i l l u s t r a t i o n of the d i f f i c u l t y of ever pronouncing 
accurately on the inner workings of an i n d i v i d u a l , l e t 
alone t h e i r "minutest movements". Just as Schwartz 
subverts Jacob's e a r l i e r consideration of the e f f e c t 
of "the darkness of the f a m i l y l i f e " , the whole long 
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discussion i s comically d e f l a t e d at the end by Laura's 
observation t h a t "maybe she j u s t l i k e s him and he j u s t 
l i k e s her" (141). The others dismiss Laura as 
" s u p e r f i c i a l " , but the d e f l a t i n g humour of her comment 
makes the reader sympathize w i t h such s u p e r f i c i a l i t y . 
Common sense, a s i m p l i s t i c approach t o motivation, emerges 
triumphant over the u n c e r t a i n t i e s and i n t r i c a c i e s of 
Freudian and Marxist i n t e r p r e t a t i o n . 
Working away from ordinary society has an unhappy 
l i t e r a r y e f f e c t on the a r t i s t . Not only i s the p o t e n t i a l 
producer of Rudyard's plays r e p e l l e d by the c i r c l e ' s 
impenetrable e x c l u s i v i t y , f o r i t s members too the plays 
are shown t o be l o s i n g t h e i r s i g n i f i c a n c e : 
They had heard these ideas from Rudyard i n 
conversation and were not much i n t e r e s t e d or 
impressed by the dramatic version. (142) 
The a r t i s t ' s a l i e n a t i o n from society has produced a 
s i t u a t i o n where, even w i t h i n the immediate community 
of f e l l o w a r t i s t s , the c r e a t i o n of a r t has been rendered 
obsolete. I t i s s i g n i f i c a n t here t h a t Schwartz makes 
h i s characters f r e s h from t h e i r education: "Jacob and 
h i s f r i e n d s had prospered i n school, and most of a l l 
a t the u n i v e r s i t y , i n a way they never had since then" 
(143). Theory, ideas, discussion have triumphed over 
the work i t s e l f . 
The two d e t a i l e d d e s c r i p t i o n s of the s o r t of v/ork 
t h a t i s produced by the c i r c l e deal w i t h Rudyard' s plays 
and Ferdinand's s t o r i e s . Rudyard's drama i s seen as 
weakened by i t s p h i l o s o p h i c a l preoccupations: 
Rudyard used character and i n c i d e n t 
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merely as springboards f o r excursions which 
were l y r i c a l and p h i l o s o p h i c a l , so t h a t the 
es s s e n t i a l impression was dream-like, abstract, 
and d i d a c t i c . (144) 
Ferdinand's f i c t i o n , which, l i k e the plays, i s 
unpublished, i s c r i t i c i z e d f o r the d i s l i k e of people 
manifest i n i t : 
His s t o r i e s , however, belonged t o a small 
province, the province of h i s own l i f e w i t h 
h i s mother and h i s mother's f a m i l y . The 
e s s e n t i a l motive of h i s s t o r i e s was the disdain 
and s u p e r i o r i t y he f e l t about these human beings 
of the older generation, and h i s s t o r i e s always 
concerned the contemptuous exchanges of the 
characters, the w i t t y quarrels which revealed 
the c r u e l t y and the ignorance of t h e i r 
r e l a t i o n s h i p t o each other. (145) 
Both these d e s c r i p t i o n s echo Schwartz's account i n "The 
I s o l a t i o n of Modern Poetry" of the types of a r t to be 
expected from the a l i e n a t e d a r t i s t . Ferdinand's work 
does not q u i t e reach the extreme of the a r t i s t 
c oncentrating s o l e l y on himself, a t a time when i t i s 
"i n c r e a s i n g l y impossible f o r the poet t o w r i t e about 
the l i v e s of other men" (146), but i t s r e s t r i c t i o n t o 
"the province of h i s own l i f e w i t h h i s mother and his 
mother's f a m i l y " can c e r t a i n l y be taken as i n d i c a t i v e 
of the narrowing of the area of which the a r t i s t "has 
an absorbing experience i n every sense" (147). Rudyard's 
plays, w i t h t h e i r " l y r i c a l " emphasis and ab s t r a c t i o n , 
embody Schwartz's contentions i n the essay t h a t an 
absorption i n one's s e n s i b i l i t y means t h a t the poet "can 
only w r i t e l y r i c poetry" (148) and t h a t i s o l a t i o n from 
so c i e t y causes the a r t i s t t o abandon concrete, f i x e d 
a l l e g i a n c e s . 
I t i s also apparent t h a t the descriptions quoted 
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above can be taken as representing not only modern a r t 
as d e t a i l e d i n the essay, but also more p a r t i c u l a r l y 
the a r t produced by Schwartz himself. I t i s not c l e a r l y 
evident t h a t t h i s i s i n t e n t i o n a l l y the case w i t h regard 
t o Rudyard's plays, though charges of abs t r a c t i o n and 
undue p h i l o s o p h i z i n g have been brought against Schwartz 
by c r i t i c s : McDougall, f o r instance, though not w i t h 
reference t o "The World i s a Wedding", has accused 
Schwartz of "graceless a b s t r a c t i o n " (149). The 
c h a r a c t e r i z a t i o n of Ferdinand's s t o r i e s i s , however, 
c e r t a i n l y intended t o r e f l e c t facets of Schwartz's own 
short s t o r i e s . I t r e c a l l s "America! America!" and "the 
i r o n y and the contempt which had taken hold of each new 
event" as Shenandoah l i s t e n s to h i s mother's t a l e s of 
older generations (150). "New Year's Eve" also 
concentrates on "the contemptuous exchanges" and "the 
w i t t y q u a r r e l s " of i t s characters. More imp o r t a n t l y , 
so does "The World i s a Wedding" i t s e l f . 
Schwartz has c e r t a i n l y been castigated f o r the f a u l t s 
seen i n Ferdinand. I r v i n g Howe recognizes such "disdain" 
i n Schwartz's w r i t i n g : 
The mockery Schwartz expended upon the New 
York i n t e l l e c t u a l s and would-be i n t e l l e c t u a l s 
can be ca u s t i c , even b i t t e r and, t o be honest, 
sometimes nasty . . . (151) 
Howe does, however, also concede t h a t Schwartz's mockery 
" i s not dismissive, i t does not exclude, i t does not 
rel e g a t e anyone t o the limbo of the non-human". Indeed, 
p a r t of the p o i n t of Schwartz's mockery i s i t s 
inclu s i v e n e s s . He mocks what elsewhere he praises. He 
mocks what he holds most dear. He mocks h i s own w r i t i n g . 
126 
He mocks t h e i n d i v i d u a l s o f Paul Goodman's c o t e r i e , b u t 
he c o n f l a t e s h i s p o r t r a y a l s of them w i t h elements o f 
h i s own c h a r a c t e r , thus mocking h i m s e l f as w e l l . 
T h i s d u a l i t y o f approach p r o v i d e s a c l u e as t o how 
th e a f f i r m a t i o n p r o v i d e d by Jacob about t h e n a t u r e o f 
th e wedding t h a t i s l i f e o p e r a t e s w i t h i n t h e c o n t e x t 
of t h e s t o r y as a whole. A c a s u a l r e a c t i o n t o t h e 
p r e c e d i n g pages, t h e . s t o r y ' s f i r s t n i n e s e c t i o n s , might 
have i t t h a t such i s t h e p o r t r a i t o f a l i e n a t i o n , 
l o v e l e s s n e s s and s e l f - a b s o r p t i o n i n Schwartz's t r e a t m e n t 
of t h e c i r c l e t h a t an a t t e m p t t o end on a note of 
c e l e b r a t i o n must be a t t h e v e r y l e a s t u n c o n v i n c i n g , i f 
no t f a l s e . Heinz P o l i t z e r observes, i n "The Two Worlds 
of Delmore Schwartz", t h a t i n e f f e c t t he t r u e burden 
of t h e s t o r y ' s message l i e s on Laura's a s s e r t i o n t h a t 
"the w o r l d i s a f u n e r a l " ( 1 5 2 ) : 
j u d g i n g from h i s w r i t i n g s , t h e r e i s 
l i t t l e doubt t h a t Schwartz would l i k e t o f e e l 
and t h i n k as Jacob does, b u t a c t u a l l y f e e l s 
and t h i n k s l i k e Laura. (153) 
There i s c e r t a i n l y evidence t h a t Schwartz's i n i t i a l 
r e a c t i o n t o t h e Talmudic phrase, "the w o r l d i s a wedding", 
most n e a r l y approximates t o Laura's a t t i t u d e . Mention 
i s made of h i s f i r s t d i s c o v e r y o f t h e phrase and h i s 
subsequent a t t e m p t s t o determine i t s meaning i n a l e t t e r 
w r i t t e n t o Mark Van Doren i n A p r i l 1943: 
I have t r i e d w i t h o u t success t o f i g u r e what 
t h i s means. A t any r a t e , i t suggests d e l i g h t f u l 
v a r i a t i o n s , such as The w o r l d i s a m i s a l l i a n c e 
[ s i c ] , a m a r r i a g e of convenience, a r o y a l 
m a t i n g , a shot-gun a f f a i r , and a l l t h e o t h e r 
k i n d s o f m a r r i a g e s . (154) 
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The s i m i l a r i t y i s obvious between Schwartz's p o s i t i o n 
i n t h e l e t t e r and t h e p o s i t i o n he g i v e s t o Laura i n the 
s t o r y : 
"The w o r l d i s a m arriage o f convenience," s a i d 
Laura d r u n k e n l y , "the w o r l d i s a shot-gun 
m a r r i a g e . The w o r l d i s a s o r d i d match f o r 
money. The w o r l d i s a m i s a l l i a n c e . Every 
b i r t h d a y i s a f u n e r a l and every f u n e r a l i s 
a g r e a t r e l i e f . " (155) 
The o n l y r e a l d i f f e r e n c e i s t h a t i n t h e l e t t e r Schwartz 
i s a c t i n g i n t h e r o l e of h u m o r i s t and man-of-the-world. 
I n t h e s t o r y t h e v a r i a t i o n s on t h e o r i g i n a l phrase, w h i l e 
s t i l l humorous, are more n o t i c e a b l y b i t t e r , and t h e d e t a i l 
t h a t t h e y a r e u t t e r e d " d r u n k e n l y " suggests t h a t by now 
t h e a u t h o r i s , t o an e x t e n t , d i s s o c i a t i n g h i m s e l f from 
them. 
I t i s n o t u n t i l September 1943, i n a l e t t e r t o 
R. P. Blackmur, t h a t t h e r e i s evidence t h a t Schwartz 
came t o see t h e p o i n t of view t h a t he would l a t e r a s c r i b e 
t o Jacob: 
I have f i g u r e d out t h e meaning of "The World 
i s a Wedding." I t i s t h a t p i c t u r e of Breughel's 
now on my w a l l , and i t i s motto [ s i c ] f o r my 
tombstone, under "Metaphor Was His 
E x h i l a r a t i o n . " (156) 
Thus, when Jacob d e c l a r e s t h a t " I read t h i s sentence 
i n an o l d book l a s t week" and t h a t " I had t o t h i n k f o r 
two days b e f o r e I had any c o n c e p t i o n of what t h i s sentence 
was supposed t o mean", i n t h e end c o n c l u d i n g 
t h a t " i t was n a t u r a l t h a t I should t h i n k of P i e t e r 
Breughel's p i c t u r e " ( 1 5 7 ) , Schwartz i s almost e x a c t l y 
r e p r o d u c i n g h i s own r e a c t i o n s on e n c o u n t e r i n g t h e phrase. 
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P o l i t z e r t h e r e f o r e misses t h e p o i n t i n h i s 
i n t e r p r e t a t i o n o f Schwartz's a t t i t u d e t o Laura and Jacob. 
He i s r i g h t t h a t Schwartz " f e e l s and t h i n k s l i k e Laura", 
b u t he a l s o , and a t t h e same t i m e , " f e e l s and t h i n k s " 
l i k e Jacob. The two c h a r a c t e r s r e p r e s e n t two c o n f l i c t i n g 
aspects o f Schwartz's p e r s o n a l r e a c t i o n s t o a p a r t i c u l a r 
phrase. By d i v i d i n g those n e g a t i v e and p o s i t i v e responses 
between two c h a r a c t e r s , Schwartz i s b e t t e r able t o 
d r a m a t i z e t h e c o n f l i c t i n terms o f t h e s t o r y . While i t 
i s necessary t o a v o i d t h e t e m p t a t i o n of assuming t h a t 
Jacob's r o l e as commentator i m p l i e s an i d e n t i f i c a t i o n 
between him and t h e a u t h o r , one should a l s o t r e a t viith 
c a u t i o n Schwartz's o c c a s i o n a l mockery o f him and t h e 
use of o t h e r c h a r a c t e r s t o c o n t r a d i c t h i s views. When 
Laura r e j e c t s Jacob's o p i n i o n s t h a t does n o t prove t h a t 
Schwartz i s f a v o u r i n g one c h a r a c t e r over another. The 
manner i n which he i d e n t i f i e s a number o f d i f f e r e n t 
c h a r a c t e r s w i t h h i m s e l f suggests t h a t t h e r e a l i t y must 
be more c o m p l i c a t e d . His tendency t o d e f l a t e c e r t a i n t i e s 
encourages t h e use o f c h a r a c t e r s who can r e j e c t or 
c o n t r a d i c t p o s i t i v e s t a t e m e n t s . I n p a r t t h i s approach 
p r o v i d e s as a way of t e s t i n g those s t a t e m e n t s , and i n 
p a r t i t underscores t h e d i f f i c u l t y o f ever pronouncing 
on an i s s u e w i t h any f i n a l i t y . Schwartz's s c h i z o p h r e n i c 
method i n "The World i s a Wedding" proceeds by opposing, 
comparing and s y n t h e s i z i n g d i f f e r e n t a t t i t u d e s . 
Indeed, t h e f i n a l s e c t i o n o f t h e s t o r y f u n c t i o n s 
as a s y n t h e s i s o f a number o f p o i n t s of view. Schwartz's 
t r e a t m e n t of t h e t i t l e phrase i s n o t a simple endorsement 
of community. Not o n l y does he s e t up a d i r e c t c o n t r a s t 
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and t e n s i o n between n o t i o n s o f t h e w o r l d as a "wedding" 
and as a " f u n e r a l " , b u t he a l s o i n t r o d u c e s a t h i r d element 
i n t h e speech g i v e n by F r a n c i s . His c o n t r i b u t i o n almost 
r i v a l s Jacob's i n l e n g t h , w h i l e f a r exceeding Laura's, 
and i t i s g i v e n w e i g h t by t h e d e t a i l o f being d e l i v e r e d 
" w i t h an i n t e n s i t y which made everyone l i s t e n " ( 158). 
F r a n c i s h i m s e l f leaves t h e m a t t e r of where he stands 
vague. He asks whether t h e o t h e r s t h i n k t h a t he agrees 
w i t h Jacob or n o t . Yet t h e s t o r y he t e l l s concerns a 
marri a g e founded on " t w i n beds", shadowed by "the home 
f o r t h e aged" and c e l e b r a t e d by an occasion when "no 
one had v e r y much t o say t o anyone e l s e " . The long account 
ends w i t h t h e ominous statement t h a t "the wedding was 
a l l o ver" ( 1 5 9 ) . The marr i a g e i s g i v e n no more 
s i g n i f i c a n c e t h a n everyday l i f e . That F r a n c i s should 
suggest t h a t t h i s p i c t u r e o f a l i e n a t i o n might accord 
w i t h what Jacob says i n d i c a t e s t h a t t h e l a t t e r ' s p o s i t i o n 
p r o v i d e s more t h a n a simple c o n t r a s t w i t h Laura's. 
Jacob's u n d e r s t a n d i n g o f "the w o r l d i s a wedding" 
i s , i n d e e d , f a r from s i m p l e . He accepts elements o f 
Laura's p o i n t o f view. He admits t h a t her v e r s i o n o f 
th e Kafka s t o r y , i n which she i s a cow eaten a l i v e by 
her b r o t h e r and f r i e n d s , i s "a v e r y good s t o r y " ( 1 6 0 ) . 
He admits t h a t , i n l i f e , "each o f us . . . has been 
d i s a p p o i n t e d and most of us w i l l c o n t i n u e t o be 
d i s a p p o i n t e d " ( 1 6 1 ) . Yet i n a c c e p t i n g Laura's s t o r y , 
he t r a n s f o r m s i t i n t o an example of how "the best p l e a s u r e 
o f a l l i s t o g i v e p l e a s u r e t o another b e i n g " . His v i s i o n 
t r a n scends t h e s u p e r f i c i a l v i o l e n c e and unpleasantness 
o f t h e p l o t . T h i s would seem w i l f u l l y o p t i m i s t i c were 
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i t n o t f o r t h e homeliness and s i m p l i c i t y o f t h e example 
g i v e n o f such p l e a s u r e : t h e avoidance o f "unbearable 
s o l i t u d e " gained t h r o u g h t h e dependence of a c a t . 
The a c t u a l d e s c r i p t i o n o f t h e Breughel p a i n t i n g 
i s , i n Jacob's h a n d l i n g , a f a r fr o m p u r e l y j o y f u l a f f a i r . 
One man i s s a i d t o be l o o k i n g "as i f he were t h i n k i n g 
of h i s faded hopes". The b r i d e s m i l e s "a f a i n t s m i l e " . 
"An o l d man l o o k s ahead a t n o t h i n g " . A p r i e s t and a nun 
are t h e r e , b u t " n e i t h e r o f them w i l l ever have a husband 
or a w i f e " . The p a r e n t s ' "time i s passed and they have 
had t h e i r day". The r e j e c t e d s u i t o r "looks from a 
d i s t a n c e l i k e d eath a t happiness". One o f t h e few notes 
of p l e a s u r e i s i n t h e bridegroom who " d r i n k s as i f he 
were i n t h e m i d s t o f a l o n g k i s s " ( 1 6 2 ) , b u t even here 
i t c o u l d be f e l t t h a t h i s s a t i s f a c t i o n i s merely sensual 
and found n o t i n h i s b r i d e b u t i n a l c o h o l . The d e t a i l s 
b u i l d t o c r e a t e a i m p r e s s i o n o f c o l l e c t i v e 
d i s i l l u s i o n m e n t , u n c e r t a i n t y and e x c l u s i o n - They a l s o 
echo t h e o b s e r v a t i o n a t t h e b e g i n n i n g o f t h e s t o r y t h a t 
"the hopes of most of t h e boys o f t h e c i r c l e had faded 
s l o w l y l i k e a c o l o r or were worn t h i n l i k e a c l o t h " ( 1 6 3 ) . 
The c h a r a c t e r s i n "The World i s a Wedding", l i k e some 
of those i n t h e p i c t u r e , stand u n h a p p i l y on t h e o u t s k i r t s 
of l i f e . 
Yet somehow t h e d e s c r i p t i o n o f t h e p a i n t i n g does, 
as i t develops, a c q u i r e t h e tone o f an a f f i r m a t i o n . I t 
i s t h e r e i n t h e r i c h n e s s of t h e d e t a i l , t h e accumulating 
abundance o f c h a r a c t e r s and t h e s e n s u a l i t y o f the c l i m a x : 
i n t h e f o r e g r o u n d a handsome young 
man pours from a j u g which has t h e comely form 
of a woman's body t h e wine which w i l l b r i n g 
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a l l o f them e x a l t a t i o n l i k e l i g h t . His bending 
body i s c u r v e d i n a grace l i k e harps o r v i o l i n s . 
(164) 
The beauty o f t h e work o f a r t i s f e l t d e s p i t e the sadness 
t o be seen i n some of i t s f e a t u r e s . I n i t s a l l - e m b r a c i n g 
scope such a r t i s t r y surpasses sorrow. As Schwartz does 
i n "The World i s a Wedding", t h e p a i n t i n g i s able t o 
i n c l u d e t h e e x c l u d e d . 
Jacob's t r e a t m e n t o f t h e t i t l e phrase t h e r e f o r e 
serves as an i l l u s t r a t i o n o f h i s e a r l i e r comment t h a t 
" e v e r y t h i n g i s mixed i n e v e r y t h i n g e l s e " ( 1 6 5 ) . The ending 
works because Jacob's c o n c e p t i o n accepts much of t h e 
unhappiness and a l i e n a t i o n e x h i b i t e d i n t h e s t o r y , w h i l e 
a t t h e same t i m e t r a n s c e n d i n g them. Jacob's q u e s t i o n 
t o Laura, i n "a k i n d v o i c e " , "can't you t h i n k o f a n y t h i n g 
good t o say about any o f us" ( 1 6 6 ) , can be seen as a. 
rebuke by Schwartz f o r t h a t element i n h i s w r i t i n g t h a t 
Howe c h a r a c t e r i z e s as " n a s t y " . A Jacob/Schwartz compound 
reprimands a Laura/Schwartz compound. Schwartz f i n a l l y 
shows t h a t he can see good b o t h i n t h i n g s and i n people, 
a l t h o u g h t h i s good e x i s t s i n t h e c o n t e x t of a l i f e marked 
by t h e p o s i t i v e and t h e n e g a t i v e , by " j o y , f e a r , hope, 
and i g n o r a n c e " ( 1 6 7 ) . Everyone, even t h e d i s a p p o i n t e d , 
has a necessary p a r t t o p l a y . 
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CHAPTER FOUR 
The Late Short S t o r i e s 
Over t h e years t h e r e has been a c r i t i c a l tendency 
t o complain t h a t t h e r e i s a f a l l from e a r l i e r standards 
i n S u c c e s s f u l Love and Other S t o r i e s , Schwartz's second 
c o l l e c t i o n o f s h o r t f i c t i o n . R i c h a r d McDougall does not 
even t h i n k t h e book worthy o f d i s c u s s i o n i n h i s study 
o f t h e w r i t e r ' s work, f i n d i n g f a u l t w i t h Schwartz's move 
away from t h e s u b j e c t m a t t e r o f The World i s a Wedding: 
The l a t e r s t o r i e s , f o r t h e most p a r t , t r y t o 
d e p i c t a wid e r s o c i a l m i l i e u t h a t d i d n o t 
concern him so deeply as a w r i t e r ; and t h e 
r e s u l t i s h a r d l y above the l e v e l o f 
e n t e r t a i n m e n t . L i k e a v e n t r i l o q u i s t , he t r i e s 
on a number o f v o i c e s . . . and abandons 
t h e i r o n i c v o i c e o f h i s f i c t i o n a l persona, 
t h e grown man l o o k i n g back upon t h e obsessive 
p a s t . (1) 
James A t l a s m a i n t a i n s t h a t t h e l a t e s t o r i e s are 
"so s t r i k i n g l y d i f f e r e n t from The World i s a Wedding 
t h a t a r e a d e r f a m i l i a r w i t h t h e e a r l i e r s t o r i e s would 
h a r d l y b e l i e v e them t o be by the same a u t h o r " . He 
i d e n t i f i e s Schwartz's use o f "a w h i m s i c a l , o p t i m i s t i c 
mode . . . t h a t had l i t t l e i n common w i t h t h e 
s e l f - c o n s c i o u s , i r o n i c v o i c e so d i s t i n c t i v e i n h i s f i n e 
a u t o b i o g r a p h i c a l s t o r i e s " , c l a i m i n g t h a t he i n t r o d u c e s 
"themes so a l i e n t o h i s own experience t h a t one wonders 
how he managed t o w r i t e about them as w e l l as he d i d " ( 2 ) . 
133 
A c c o r d i n g t o A t l a s , Schwartz d i d n o t w r i t e about those 
themes t h a t w e l l . He argues t h a t i n the mid-1940s 
Schwartz's "prose grew i m p o s s i b l y d i f f u s e " ( 3 ) . Of the 
l a t e s t o r i e s he c o n s i d e r s o n l y "The Track Meet" t o be 
of any s i g n i f i c a n c e . 
Some d i f f e r e n c e s i n s u b j e c t m a t t e r are immediately 
apparent. There i s no l o n g e r t h e emphasis found i n the 
f i r s t book on t h e c o n f l i c t between t h e f i r s t g e n e r a t i o n s 
of New York Jewish immigrants and t h e i r i n t e l l e c t u a l , 
a l i e n a t e d o f f s p r i n g . Robert F l i n t notes t h a t "none of 
these s t o r i e s i s concerned w i t h Jewish l i f e as such and 
t h e r e b y r e f l e c t s t h e change t h a t has weakened the 
e m o t i o n a l and i n t e l l e c t u a l t i e s o f t h e community" ( 4 ) . 
While t h e r e are l a t e s t o r i e s s e t i n t h e c i t y ("Successful 
Love" deals w i t h a young woman's d e c i s i o n t o move t o 
New York and "The G i f t " i s about a c h i l d ' s c r o s s - c i t y 
t r i p by subway and t a x i t o B r o o k l y n ) , t h e importance 
of t h e urban m i l i e u i s n o t as g r e a t as i n The World i s 
a Wedding. There i s no l o n g e r t h e i n t e n s e concern w i t h 
t h e c i t y ' s power t o i n f l u e n c e people's l i v e s . I n s t e a d , 
much of t h e i n t e r e s t has s w i t c h e d from New York t o the 
u n i v e r s i t y campus. "The Fabulous Twenty-Dollar B i l l " , 
"A C o l o s s a l F o r t u n e " and "The H a r t f o r d I n n o c e n t s " are 
a l l s e t w i t h i n e d u c a t i o n a l e s t a b l i s h m e n t s . While i n 
The World i s a Wedding t h e c i t y i s presented as the t r u l y 
modern environment, i n "The H a r t f o r d I n n o c e n t s " one 
c h a r a c t e r d e c l a r e s t h a t "an i n s t i t u t i o n of education 
i s an epitome of America i t s e l f . . . a s m a l l volcano 
i n which t h e major and h a l f - h i d d e n c o n f l i c t s which run 
t h r o u g h American l i f e come t o t h e s u r f a c e and e r u p t " ( 5 ) . 
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The i n t e r e s t i n campus l i f e p o i n t s t o a more 
i m p o r t a n t change i n t h e l a t e s t o r i e s . McDougall notes 
t h a t t h e l a t e s t o r i e s have moved away from Schwartz' s 
" y o u t h , t h e events and circumstances t h a t shaped h i s 
l i f e — a f i e l d o f s t r o n g emotion" ( 6 ) . I n s t e a d , Schwartz 
i s d rawing f o r m a t e r i a l on h i s experience as a l e c t u r e r . 
B e f o r e t h e p u b l i c a t i o n of S u c c e s s f u l Love and Other 
S t o r i e s he had worked a t Harvard, P r i n c e t o n , Kenyon 
C o l l e g e , I n d i a n a U n i v e r s i t y and t h e U n i v e r s i t y o f Chicago. 
However, more i s a t i s s u e t h a n Schwartz's r e a c t i o n t o 
new events as he grew o l d e r . The years l e c t u r i n g a t 
Harvard preceded t h e p u b l i c a t i o n of The World i s a 
Wedding, y e t u n i v e r s i t i e s make no d i s c e r n i b l e impact 
on t h e s u b j e c t m a t t e r of t h a t book. 
A 1952 j o u r n a l e n t r y a l r e a d y discussed i n t h e 
p r e v i o u s c h a p t e r suggests Schwartz's r e l u c t a n c e t o use 
h i s a d u l t l i f e i n h i s a r t : 
Why does almost e v e r y t h i n g s i n c e 1937 not show 
i t s e l f as p r e v i o u s years d i d as themes: some 
of i t does, more than I u s u a l l y t h i n k : t he 
p r o f e s s o r of l i t e r a t u r e i s i n the way, my 
r e l a t i o n s w i t h t h e people; i t i s s t i l l not 
l i v e d o u t , nor f a r away; i t i s not s u b l i m i n a l , 
s u f f i c i e n t l y (as c h i l d h o o d n a t u r a l l y i s ) - - b u t ? 
(7) 
A d m i t t e d l y , t h i s i s but one e n t r y i n a j o u r n a l n o t a b l e 
f o r r e c o r d i n g many f i t s o f d e p r e s s i o n and losses o f 
c o n f i d e n c e . Moreover, i t s meaning i s not e n t i r e l y c l e a r . 
The r e f e r e n c e s t o "my r e l a t i o n s w i t h t h e people" and 
t o t h e p r o f e s s o r s h i p being " i n t h e way" may be 
acknowledgements o f a problem t h a t i s addressed i n "The 
Fabulous T w e n t y - D o l l a r B i l l " . One s u g g e s t i o n t h e r e i s 
t h a t "the o n l y reason why anyone w r i t e s f i c t i o n — s h o r t 
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s t o r i e s or n o v e l s — i s t h a t t h e y are a f r a i d t o g o s s i p 
about o t h e r people's l i v e s and can do so w i t h some s a f e t y 
i n t h e medium or i n t h e d i s g u i s e o f f i c r i o n " ( 8 ) . 
However, i f Schwartz i s e x p r e s s i n g doubts about whether 
t h e medium i s r e a l l y as s a f e , and t h e d i s g u i s e as good, 
as m i g h t be necessary t o p r o t e c t h i s " r e l a t i o n s w i t h 
t h e p e o p l e " , t h e n he i s showing an u n c h a r a c t e r i s t i c 
r e t i c e n c e . Such w o r r i e s d i d n o t d e t e r him from g i v i n g 
o n l y a v e r y t h i n d i s g u i s e t o t h e g o s s i p i n "The World 
i s a Wedding" and "New Year's Eve". 
However, S u c c e s s f u l Love and Other S t o r i e s does 
indeed appear t o have moved away from t h e gossipy s t o r i e s 
o f t h e e a r l i e r volume. Only "The Fabulous Twenty-Dollar 
B i l l " and "The G i f t " g i v e t h e i m p r e s s i o n t h a t c e r t a i n 
of t h e events and c h a r a c t e r s i n them may have been drawn 
d i r e c t l y from s p e c i f i c l i f e - m o d e l s . For i n s t a n c e , i n 
t h e former t h e c e n t r a l c h a r a c t e r . P r o f e s s o r Robbms, 
i s , l i k e Shenandoah, a Schwartz f i g u r e . He i s t o l d by 
P r o f e s s o r Anderson t h a t Leonard P i e r c e has been a s k i n g 
q u e s t i o n s about him. Robbins's w i f e ponders "the q u e s t i o n 
o f why Anderson had t o l d her husband what P i e r c e s a i d " 
( 9 ) . L a t e r , w h i l e s l e e p i n g , "when th e h e a r t i s p i t i l e s s 
and t h e mind an i n q u i s i t o r " , t h e same q u e s t i o n occurs 
t o Robbins h i m s e l f ( 1 0 ) . An e n t r y i n Schwartz's j o u r n a l 
suggests t h a t t h i s i s based on an r e a l i n c i d e n t i n v o l v i n g 
A l l e n Tate and R i c h a r d E b e r h a r t : "notes f o r $20. Why 
Tate r e p o r t e d E b e r h a r t ' s q u e s t i o n i n g " ( 1 1 ) . 
Schwartz's move away from a r e l i a n c e on t h e o v e r t l y 
a u t o b i o g r a p h i c a l marks one of t h e most s i g n i f i c a n t changes 
of approach between t h e two s h o r t s t o r y c o l l e c t i o n s . 
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A 1958 l e t t e r t o the. e d i t o r a t The New Yorker, W i l l i a m 
Maxwell, suggests an i n t e r e s t i n g reason f o r t h i s change: 
I ' d l i k e t o t r y t h e genre of t h e memoir again 
f a i r l y soon: I t h i n k t h a t i f I d e a l w i t h l a t e r 
e x p e r i e n c e , I'm more l i k e l y t o get beyond the 
o v e r l y p e r s o n a l and s u b j e c t i v e , and I've a l r e a d y 
b l o c k e d o u t s e v e r a l pages about being a c r i t i c , 
e d i t o r , and p a r t i c u l a r l y a t eacher of E n g l i s h 
c o m p o s i t i o n f o r seven y e a r s . (12) 
I t i s t h i s w i s h " t o get beyond t h e o v e r l y p e r s o n a l and 
s u b j e c t i v e " t h a t McDougall p e r c e i v e s i n S u c c e s s f u l Love 
and Other S t o r i e s . Yet i t i s s i g n i f i c a n t , and even 
t y p i c a l o f Schwartz, t h a t h i s s u g g e s t i o n f o r doing t h i s 
s h o u l d i n v o l v e "the genre of the memoir". He takes t h e 
a p p a r e n t l y c o n t r a d i c t o r y p o s i t i o n t h a t he can a v o i d 
s u b j e c t i v i t y by c o n c e n t r a t i n g h i s a t t e n t i o n on the l a t e r 
e vents o f h i s own p a s t . 
However, t h e l e t t e r i s a c t u a l l y c o n s i s t e n t w i t h 
t h e a t t i t u d e expressed i n Schwartz's j o u r n a l s i x years 
p r e v i o u s l y . Those l a t e r events are not so p e r s o n a l 
because t h e y are " s t i l l n o t l i v e d o u t " . They are not 
y e t " s u b l i m i n a l " . As should be expected of a w r i t e r 
so s t r o n g l y concerned w i t h "harms & t h e c h i l d " ( 1 3 ) , 
h i s o l d e r years are n o t t h e s u b j e c t of such i n t e n s e 
f e e l i n g s on h i s p a r t as i s h i s y o u t h . Character, on 
t h e F r e u d i a n model, i s formed m i n f a n c y . I t i s t h e r e 
t h a t t h e c l u e s t o i d e n t i t y , "the causes of each g r e a t 
and s m a l l event" ( 1 4 ) , must be sought. Humorously, 
Schwartz n o t e s as much i n h i s j o u r n a l : "the c h i l d i s 




S u c c e s f u l Love and Other S t o r i e s i s g i v e n a t h e m a t i c 
u n i t y by i t s t r e a t m e n t o f innocence. Only two of i t s 
s t o r i e s , "Tales f r o m t he Vienna Woods" and "The Track 
Meet", are about e x p e r i e n c e . They are concerned w i t h 
knowledge gained i n t h e l o o k i n g g l a s s and, p a r t l y as 
a r e s u l t o f t h i s , are t h e l a t e s t o r i e s t h a t most c l e a r l y 
resemble t h e work i n The World i s a Wedding ( 1 6 ) . The 
o t h e r S I X s t o r i e s i n t h e volume a l l i n v o l v e an examination 
of t h e concept o f innocence as a s i g n i f i c a n t c h a r a c t e r 
t r a i t d e t e r m i n i n g people's b e h a v i o u r . A d u l t i n n o c e n t s 
p o p u l a t e " S u c c e s s f u l Love", "The Fabulous Twenty-Dollar 
B i l l " , "An American F a i r y T a l e " , "A C o l o s s a l Fortune" 
and "The H a r t f o r d I n n o c e n t s " . "The G i f t " i s about a 
young c h i l d becoming aware o f t h e c o m p l e x i t i e s o f l i f e 
as, v / i t h a p p r o p r i a t e symbolism, he makes h i s f i r s t j o u r ney 
across t h e c i t y , s t r u g g l i n g w i t h problems of o b l i g a t i o n , 
d e s t i n y and d i v i n e w i l l . 
These s t o r i e s e x p l o r e an ambiguous k i n d o f innocence. 
A t l a s misses t h e p o i n t when he complains t h a t Schwartz's 
l a t e f i c t i o n " r a d i a t e d t h e benevolence and bland t o l e r a n c e 
of t h e Eisenhower era . . . as i f he hoped t o r e s t o r e 
a l o s t innocence t o h i s l i f e by d w e l l i n g on suburban 
f a m i l i e s and teenage g i r l s " ( 1 7 ) . The s t o r i e s are about 
blandness and benevolence, and t h e i r tone i s sometimes 
coy or c h i l d l i k e , b u t t h i s does n o t mean t h a t they t o o 
are b l a n d and b e n e v o l e n t . J u s t as Jacob's s t r o n g argument 
f o r t h e i n c l u s i v e n e s s o f l i f e i s q u e s t i o n e d by Laura 
i n "The World i s a Wedding", innocence i n Su c c e s f u l Love 
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and Other S t o r i e s i s not supported u n c r i t i c a l l y by t h e 
a u t h o r . The views o f c h a r a c t e r s , n a r r a t o r s , even Schwartz 
f i g u r e s , a r e n o t n e c e s s a r i l y upheld by t h e s t o r i e s i n 
which t h e y appear. 
An i m p o r t a n t precedent f o r t h e c o l l e c t i o n i s "Daisy 
M i l l e r " , i n which Daisy behaves s c a n d a l o u s l y y e t remains 
"the most i n n o c e n t " young l a d y ( 1 8 ) . The w r i t e r of "A 
C o n f i d e n t i a l R e port", t h e s e c t i o n t h a t ends "The H a r t f o r d 
I n n o c e n t s " , makes e x p l i c i t t h e co n n e c t i o n between the 
h e r o i n e s o f t h e two s t o r i e s : 
t h e e n t i r e episode draws one 
i r r e s i s t i b l y t o a l o n g e x c u r s i o n — w h i c h I w i l l 
s u p p r e s s — o n t h e American c h a r a c t e r , on t h e 
innocence o f America, and of American womanhood, 
such as Henry James dramatized so w e l l i n 
ano t h e r young American g i r l , Daisy M i l l e r : 
Candy resembles Daisy v e r y much, and the 
d i f f e r e n c e s such as t h e y are are w i t h o u t 
meaning, f o r t h e behav i o r of Candy 
i s r o o t e d i n t h e dominant p a t t e r n s o f American 
l i f e . (19) 
I n e f f e c t t h e " e x c u r s i o n " i s n o t suppressed. I t i s made 
i n Schwartz's l a t e s t o r i e s . Furthermore, t he r e p o r t 
w r i t e r , DeWitt Howe, i s wrong t o c l a i m t h a t any d i f f e r e n c e 
between Candy and Daisy i s meaningless. Schwartz 
h i g h l i g h t s s i g n i f i c a n t d i f f e r e n c e s between the America 
of "Daisy M i l l e r " and t h a t o f "The H a r t f o r d I n n o c e n t s " . 
Daisy's i g n o r a n c e o f , or unconcern w i t h , t h e s t r i c t 
c o n v e n t i o n s o f American e x p a t r i a t e s o c i e t y i s not the 
same as Candy's i d e a l i s t i c a l l y m o t i v a t e d c h a l l e n g e t o 
th e c o m b i n a t i o n o f p o l i t i c a l and s o c i a l f o r c e s embodied 
i n t h e M c C a r t h y i t e f i g u r e o f Senator Cobb. 
I n "The H a r t f o r d I n n o c e n t s " something of t h e 
d i f f e r e n c e between t h e two p e r i o d s i s suggested by the 
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bohemian f i g u r e o f Mrs. S o r e l , supposed v i c t i m o f 
"prudery, b i g o t r y and . . . s e l f - r i g h t e o u s p u r i t a n i s m " 
( 2 0 ) : 
Mrs. S o r e l was deceived about t h e i n j u s t i c e 
she had h e r s e l f s u f f e r e d . . . b u t even 
more d e c e i v e d , as t h e years passed, f o r the 
l i t t l e b a s i s i n t r u t h which her sense of 
i n j u s t i c e had had when she was a s t u d e n t was 
e n t i r e l y a m a t t e r o f t h e p a s t d u r i n g and a f t e r 
t h e second World War, when so many r u l e s and 
r e g u l a t i o n s had t o be suspended: 
Mrs. S o r e l m i s t o o k whatever happened i n the 
p r e s e n t as b e i n g i d e n t i c a l w i t h her own 
experience many years b e f o r e . . . (21) 
I n "The Present S t a t e o f P o e t r y " Schwartz makes a s i m i l a r 
p o i n t about how people f a i l t o n o t i c e t h e disappearance 
o f p r e v i o u s l y i n s u r m o u n t a b l e o b s t a c l e s when he c r i t i c i z e s 
t h e Beat Poets, or as he d e s c r i b e s them, "the Howlers 
o f San F r a n s i s c o " ( 2 2 ) : "the new r e b e l i s f i g h t i n g f o r 
v/hat he has a l r e a d y won and f i g h t i n g a g a i n s t a t h r e a t 
which does n o t e x i s t " ( 2 3 ) . The most t e l l i n g i n d i c a t i o n 
o f t h e d i f f e r e n c e i n n a t u r e between Daisy M i l l e r ' s 
u n c o n v e n t i o n a l i t y and Candy Manning's i s t h a t as a r e s u l t 
o f i g n o r i n g s o c i a l s t r i c t u r e s Daisy ends by d e s t r o y i n g 
h e r s e l f . Candy's d e s t r u c t i v e n e s s i s d i r e c t e d outwards. 
She causes, o r , more p r e c i s e l y , i s a c a t a l y s t f o r , a 
n a t i o n a l s c a n d a l , w h i l e she h e r s e l f s u r v i v e s i n t a c t . 
Schwartz's essay "The Grapes of C r i s i s " , p u b l i s h e d 
a t t h e b e g i n n i n g o f t h e 50s, c o n t a i n s a s e c t i o n e n t i t l e d 
"Daisy M i l l e r Has Become C y n i c a l " . He s t a r t s i t by 
a s s e r t i n g t h a t "the b e a u t i f u l innocence and goodness 
of t h e American g i r l which f a s c i n a t e d Henry James so 
much . . . has always been an i m p o r t a n t p a r t of t h e 
American credo" ( 2 4 ) . Then, a l b e i t humorously, he a t t e s t s 
140 
t o t h e g u l f s e p a r a t i n g t h e o l d and t h e modern h e r o i n e : 
t h e t r u l y glamorous modern h e r o i n e 
begins w i t h c y n i c i s m and s e l f - d o u b t 
Daisy M i l l e r was a misunderstood v i r g i n , 
and her modern granddaughter i s a s e l f - c o n f e s s e d 
nymphomaniac who i n s i s t s t h a t p r o m i s c u i t y i s 
a c i v i l l i b e r t y . . . (25) 
I n a 1951 j o u r n a l e n t r y Schwartz notes t h a t "the 
c o n v e n t i o n s which 'Daisy M i l l e r ' v i o l a t e s do seem 
o l d - f a s h i o n e d now" and t h a t t h e r e f o r e "the l a c k of shock 
s p o i l s t h e e f f e c t " ( 2 6 ) . 
S u c c e s s f u l Love and Other S t o r i e s examines t h e 
d i f f e r e n c e between t h e innocence o f Henry James's time 
and t h a t o f t h e Eisenhower e r a . I t i s concerned w i t h 
innocence as something q u i n t e s s e n t i a l l y American t h a t 
says much about s o c i e t y and i t s changing v a l u e s . 
" S u c c e s s f u l Love" begins t h e volume, and, a t l e a s t b e f o r e 
t h e paperback r e i s s u e added "The S t a t u e s " , i t ends w i t h 
"The H a r t f o r d I n n o c e n t s " . I n e f f e c t these two s t o r i e s 
frame t h e p o r t r a i t o f s o c i e t y t h a t t h e c o l l e c t i o n p a i n t s . 
A d e t a i l e d d i s c u s s i o n of them, w i t h some r e f e r e n c e t o 
o t h e r s t o r i e s , w i l l show how t h e n o t i o n of innocence 
and i t s consequences i s developed and re-examined over 
t h e course o f t h e book. I n the f i r s t s t o r y innocence 
i s t r e a t e d almost e x c l u s i v e l y as a comic i s s u e . By the 
l a s t s t o r y i t has come i n f o r d i r e c t a t t a c k . The two 
a l s o i l l u s t r a t e t h e e x t e n t of t h e d i v i d e between t h e 
e a r l y and l a t e f i c t i o n . Both are prime examples of the 
new d e t e r m i n a t i o n t o a v o i d "the o v e r l y p e r s o n a l " , y e t 
b o t h are r e c o g n i z a b l y Schwartz's work. 
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" S u c c e s s f u l Love" makes c l e a r e a r l y on t h e c o m p l e x i t y 
of Schwartz's view o f innocence. The end o f t h e t h i r d 
paragraph and t h e s t a r t o f t h e f o u r t h j u x t a p o s e t he 
mother's image o f her daughter and her daughter's image 
of h e r s e l f : 
she c l e a r l y was an i n n o c e n t 
o l d - f a s h i o n e d g i r l . 
Susan d i d n o t t h i n k she was q u i t e as 
i n n o c e n t as Mummy th o u g h t she was, she d i d 
n o t t h i n k she v;as a t a l l o l d - f a s h i o n e d , q u i t e 
t h e c o n t r a r y . . . (27) 
The terms i n t r o d u c e d here are tak e n up, repeated and 
pl a y e d w i t h t h r o u g h o u t t h e s t o r y . The mother uses them 
aga i n m a c r u c i a l l a t e r passage: 
her dear d a r l i n g daughter was simple 
and n a i v e , i n n o c e n t and o l d - f a s h i o n e d , e m i n e n t l y 
r e s p e c t a b l e , p r o f o u n d l y c o n v e n t i o n a l . Her 
r e s p e c t a b i l i t y was her weakness, t h e wor s t 
p a r t o f her innocence. Her innocence was p a r t l y 
i m p a t i e n c e : she was impetuous t o o as o n l y 
t h e i n n o c e n t a r e . I f a n y t h i n g would p r o t e c t 
Susan from her own impetuous innocence, i t 
was t h e freedom and t h e anonymity of New York: 
would p r o t e c t her by g i v i n g her, t o be b l u n t 
about I t , s e x u a l s a t i s f a c t i o n on a r e g u l a r 
b a s i s ! (28) 
Conversely, t h e f a t h e r uses t h e same terms t o argue 
a g a i n s t t h e l i k e l i h o o d o f h i s daughter even having an 
a f f a i r , l e t alone "sexual s a t i s f a c t i o n on a r e g u l a r 
b a s i s " : 
I f Susan were a s p e c i a l and c o m p l i c a t e d 
c r e a t u r e , perhaps. But she was an o l d - f a s h i o n e d 
g i r l , s i m p l e and n a t u r a l , c o n v e n t i o n a l and 
r e s p e c t a b l e , and a l i t t l e s e l f - c o n s c i o u s t o o . 
(29) 
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T h i s r e i t e r a t i o n o f " i n n o c e n t " , " o l d - f a s h i o n e d " , 
" r e s p e c t a b l e " and " c o n v e n t i o n a l " i s a v a r i a t i o n of 
Schwartz's tendency t o s u b v e r t d e f i n i t e statements, as 
he does, f o r i n s t a n c e , i n "The World i s a Wedding". I t 
i s t h e use of t h i s s o r t of l i t e r a r y t a c t i c t h a t helps 
t o i d e n t i f y " S u c c e s s f u l Love" as Schwartz's work. The 
r e p e t i t i o n s n o t o n l y draw a t t e n t i o n t o the d i f f e r e n t 
a t t i t u d e s o f t h e c h a r a c t e r s , b u t a l s o undermine one's 
o r i g i n a l sense o f t h e words' meanings. 
I n t h e f i r s t o f t h e t h r e e quoted passages the i n i t i a l 
r e p e t i t i o n of " i n n o c e n t " and " o l d - f a s h i o n e d " e s t a b l i s h e s 
a s i m p l e c o n t r a s t between t h e a t t i t u d e s o f the mother 
and t h e d a u g h t e r . The mother's o p i n i o n appears t o be 
r i g h t . Susan's c l a i m t o be n e i t h e r i n n o c e n t nor 
o l d - f a s h i o n e d i s b e l i e d by her r e f e r e n c e t o "Mummy". 
E a r l i e r she has t w i c e r e f e r r e d t o "Daddums" ( 3 0 ) . The 
c h i l d i s h n e s s o f her d i c t i o n and tone m i l i t a t e s a g a i n s t 
any n o t i o n o f her as a s o p h i s t i c a t e . 
However, t h e second quoted passage o v e r t u r n s the 
assumptions o f t h e f i r s t , w i t h t h e s t i n g coming a t the 
end o f t h e l o n g f o u r t h sentence. Schwartz c o m i c a l l y 
and d r a m a t i c a l l y i l l u s t r a t e s t h e d i f f e r e n c e between 
t r a d i t i o n a l n o t i o n s of innocence and t h e mother's more 
modern n o t i o n o f what i s d e s i r a b l e f o r a " c o n v e n t i o n a l " 
g i r l . The shock i s t h a t i t i s t h e mother who b e l i e v e s 
t h a t nymphomania i s t h e b e s t t h i n g f o r Daisy M i l l e r ' s 
"modern granddaughter". T h i s s u r p r i s i n g r e v e r s a l upsets 
t h e e x p e c t a t i o n t h a t t h e s t o r y w i l l be concerned w i t h 
a s i m p l e g e n e r a t i o n a l o p p o s i t i o n i n v a l u e s . The mother 
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and t h e daughter d i s a g r e e i n t h e i r d e f i n i t i o n o f 
innocence, b u t b o t h have v/hat one might c a l l l i b e r a t e d 
a t t i t u d e s t o sex. The passage a l s o i n t r o d u c e s t h e ideas 
t h a t innocence i s something from which t h e i n n o c e n t need 
p r o t e c t i o n and t h a t " r e s p e c t a b i l i t y " i s a "weakness". 
While t h e y are n o t developed f u r t h e r i n "Successful Love", 
t h e y become t h e cru x o f "The H a r t f o r d I n n o c e n t s " . 
The t h i r d passage adds a f u r t h e r t w i s t as t h e f a t h e r 
uses h i s ovm c o n c e p t i o n o f r e s p e c t a b i l i t y t o a r r i v e a t 
t h e o p p o s i t e c o n c l u s i o n t o h i s w i f e . She t h i n k s her 
daughter i s on t h e b r i n k o f an a f f a i r . He t h i n k s she 
would n o t c o n s i d e r such a c t i o n . Both base t h e i r o p i n i o n s 
on Susan's supposed innocence. The r e i t e r a t i o n o f terms 
lends an amusingly s a t i r i c a l edge t o t h e c o n t r a s t between 
t h e i r p o i n t s o f view. 
The c l a i m t h a t t h e daughter i s "a l i t t l e 
s e l f - c o n s c i o u s t o o " i n c r e a s e s t h e humour and f u r t h e r 
undermines t h e f a t h e r ' s p o s i t i o n . I t i s , a f t e r a l l , 
c l e a r t h a t one reason why Susan can be seen as g e n u i n e l y 
i n n o c e n t i s her complete l a c k o f s e l f - c o n s c i o u s n e s s . 
She may d e l i g h t i n necki n g and want t o have an a f f a i r , 
b u t she f e e l s no s o c i a l awkwardness and has no r e a l 
s e l f - a w a r e n e s s . A p r e v i o u s scene deals w i t h t h e c o u r t i n g 
r i t u a l s performed by Susan and her beaux. That these 
a r e k n o w i n g l y c a r r i e d o u t w i t h i n e a r s h o t o f t h e f a t h e r 
i n i t s e l f suggests t h a t t h e g i r l i s t o o i n n o c e n t t o 
understand t h a t her a c t i o n s m i g h t be con s i d e r e d improper. 
These r i t u a l s , "a mock c l a s h of egos" ( 3 1 ) , a l s o i n v o l v e 
c o n v e r s a t i o n s of q u i t e remarkable b a n a l i t y , y e t such 
i s t h e p a r t i c i p a n t s ' l a c k o f s e l f - c o n s c i o u s n e s s t h a t 
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t h e y view them as examples o f " b r i l l i a n c e of w i t and 
r e p a r t e e " ( 3 2 ) . 
A t t h i s p o i n t Schwartz's s a t i r e i s l i t t l e more than 
a s a r c a s t i c a s s a u l t . However, t h e i n c l u s i o n of these 
exchanges does i n d i c a t e c l e a r l y how f a r he has moved 
away fr o m t h e g r a n d i l o q u e n c e o f the i n t e l l e c t u a l s 
p o r t r a y e d i n t h e e a r l y f i c t i o n . The change i s a l l the 
more obvious because o f t h e s i m i l a r i t y between h i s 
c r i t i c i s m o f t h e l o v e r s ' c o n v e r s a t i o n s and h i s mockery 
of t h e epigrams a t t e m p t e d by Rudyard's c i r c l e i n "The 
World i s a Wedding". The second c o l l e c t i o n shows a new 
i n t e r e s t i n a c l a s s o f people n o t a b l e f o r t h e i r 
i n a r t i c u l a c y and a n t i - i n t e l l e c t u a l i s m : Susan's New York 
l o v e r observes t h a t " a l l t h a t b r a i n w o r k i s a b i g waste 
o f t i m e " and t h a t "guys who analyze t h e reasons f o r 
e v e r y t h i n g c a n ' t do a n y t h i n g e l s e " ( 3 3 ) ; which i s i n 
i t s e l f a neat summation o f McDougall's c r i t i c i s m t h a t 
t h e s e l f - c o n s c i o u s n e s s o f Schwartz's c h a r a c t e r s , and, 
by e x t e n s i o n , of h i s work, i s e s s e n t i a l l y n e g a t i v e , "a 
s u b s t i t u t e f o r l i v i n g and a c t i n g " ( 3 4 ) . 
The s h i f t o f i n t e r e s t from t h e i930s t o t h e 1950s 
between t h e two volumes o f s h o r t s t o r i e s a l s o means a 
r e v e r s a l of t h e g e n e r a t i o n a l c o n f l i c t i n The World i s 
a Wedding. I n t h a t c o l l e c t i o n t h e second g e n e r a t i o n 
s t r u g g l e s a g a i n s t t h e p a r e n t s ' i n d i f f e r e n c e t o c u l t u r e . 
The i n t e l l e c t u a l c h i l d i s i s o l a t e d by t h e low value placed 
on a r t by o t h e r s . I n " S u c c e s s f u l Love" i t i s t h e f a t h e r 
who i s w o r r i e d : 
When a second beau d u r i n g t h e same week t o l d 
h i s daughter t h a t she had q u i t e a m i l k f u n d , 
he argued w i t h h i m s e l f t h a t i t was merely a 
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q u e s t i o n o f speech. Among t h e young men of 
h i s own g e n e r a t i o n , p u r i t y o f speech had been 
d i r e c t l y connected w i t h m o r b i d i t y o f f e e l i n g . 
(35) 
Here i s an echo o f Schwartz's e a r l y view t h a t s o c i e t y ' s 
a t t i t u d e t o l i t e r a t u r e a l l o w e d no p l a c e t o "such a monster 
as t h e c u l t i v a t e d man" ( 3 6 ) . I n "Wallace Stevens: An 
A p p r e c i a t i o n " , p u b l i s h e d i n 1955 f o u r years b e f o r e 
" S u c c e s s f u l Love" f i r s t appeared, Schwartz admits t h a t 
t h i n g s have changed s i n c e Stevens's y o u t h when "the a d u l t 
male who read a g r e a t d e a l was regarded as, a t b e s t , 
a n t i - s o c i a l and p r o b a b l y l i t e r a l l y a d d i c t e d t o s e c r e t 
v i c e s " ( 3 7 ) . The f a t h e r i s a p r o d u c t o f t h a t e a r l i e r 
t i m e . 
Schwartz' s nev/ concern w i t h lowbrows r a t h e r than 
highbrows can be seen as an e f f o r t t o t a c k l e t he problem 
se t o u t by him as e a r l y as 1941 i n "The I s o l a t i o n o f 
Modern P o e t r y " : 
i t became i n c r e a s i n g l y i m p o s s i b l e 
f o r t h e poet t o w r i t e about t h e l i v e s o f o t h e r 
men; f o r n o t o n l y was he removed from t h e i r 
l i v e s , b u t , above a l l , t h e c u l t u r e and the 
s e n s i b i l i t y which made him a poet c o u l d n o t 
be employed when t h e proposed s u b j e c t was the 
l i v e s o f human beings m whom c u l t u r e and 
s e n s i b i l i t y had no o r g a n i c f u n c t i o n . (38) 
"S u c c e s s f u l Love" i s an at t e m p t by a h i g h l y s e l f - c o n s c i o u s 
a r t i s t t o write about people i n v/hom " s e n s i b i l i t y had 
no o r g a n i c f u n c t i o n " , t h e i r i n a r t i c u l a c y and innocence 
b a r r i n g them from t o o g r e a t a degree of self-awareness. 
That Schwartz can be seen here as c o n f r o n t i n g problems 
t h a t he o r i g i n a l l y a r t i c u l a t e d b e f o r e t he p u b l i c a t i o n 
of h i s f i r s t c o l l e c t i o n o f s h o r t s t o r i e s i s f u r t h e r 
evidence o f a c o n n e c t i o n between t h e l a t e f i c t i o n and 
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t h e body o f Schwartz's work as a whole. The World i s 
a Wedding a l s o p r o v i d e s a c r i t i q u e o f "The I s o l a t i o n 
of Modern P o e t r y " . The concern w i t h t h e s l a n g used by 
Susan and her b o y f r i e n d s i s t h e same as t h e i n t e r e s t 
i n t h e mother's d i c t i o n i n "America! America!". 
" S u c c e s s f u l Love" ends w i t h an admission o f 
i n t e l l e c t u a l bewilderment i n t h e face o f innocence: 
I t m i g h t be t r u e t h a t most human beings are 
much s i m p l e r t h a n one commonly supposes them 
t o be; one i s o n e s e l f f a r s i m p l e r than one 
o f t e n supposes. But i t was a l s o t r u e t h a t 
t h e s i m p l e were e x t r e m e l y c o m p l i c a t e d . He f e l t 
e n t i r e l y l o s t i n t h e t e r r o r and j u n g l e o f 
innocence. (39) 
Such a c o n c l u s i o n a l l o w s room f o r a com p l i c a t e d 
i n t e r p r e t i v e system, such as Freudianism, t o e x p l a i n 
m o t i v a t i o n , a t t h e same t i m e as i t suggests t h a t perhaps 
no complex system of f o r c e s determines human behaviour. 
The c l a i m t h a t maybe "human beings are much s i m p l e r 
t h a n one commonly supposes them t o be" echoes Schwartz's 
t r e a t m e n t o f t h e i n t e l l e c t u a l s i n The World i s a Wedding. 
I n t h e t i t l e s t o r y o f t h a t volume t h e r e i s t h a t moment 
when Laura d e f l a t e s a h i g h l y i n v o l v e d d i s c u s s i o n about 
th e f a c t o r s t h a t b rought two people t o g e t h e r by sugg e s t i n g 
t h a t "maybe she j u s t l i k e s him and he j u s t l i k e s her" 
( 4 0 ) . The r e c o g n i t i o n t h a t "one i s o n e s e l f f a r s i m p l e r 
t h a n one o f t e n supposes" i s i t s e l f a d e f l a t i o n o f 
Schwartz's a r t i s t i c e x p l o r a t i o n o f consciousness and 
m o t i v a t i o n . However, i t i s n o t a r e p u d i a t i o n , since 
" i t was a l s o t r u e t h a t t h e simple were extremely 
c o m p l i c a t e d " . The t e n s i o n expressed by t h i s apparent 
paradox m i r r o r s t h e t e n s i o n i n t h e w r i t e r ' s work between 
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a d i s t r u s t o f t h e o r i e s and t h e need f o r a b s t r a c t i o n s . 
The paradox i s i t s e l f an a b s t r a c t i o n of Schwartz's 
t r e a t m e n t o f t h e terms " i n n o c e n t " , " o l d - f a s h i o n e d " , 
" r e s p e c t a b l e " and " c o n v e n t i o n a l " : t h e c o n n e c t i o n between 
c o m p l e x i t y and s i m p l i c i t y i s i l l u s t r a t e d by h i s 
m a n i p u l a t i o n o f these words and by t h e way i n which he 
a p p l i e s them t o Candy. 
IV 
The f a t h e r " l o s t i n t h e t e r r o r and j u n g l e of 
innocence" a n t i c i p a t e s t h e m a t i c developments l a t e r i n 
S u c c e s s f u l Love and Other S t o r i e s . I n "An American F a i r y 
T a l e " , "A C o l o s s a l F o r t u n e " and "The H a r t f o r d I n n o c e n t s " 
innocence i s indeed t e r r i f y i n g . 
The f i r s t o f t hese s t o r i e s begins and ends w i t h 
t h e c l a i m t h a t i t i s " f u l l o f p u r i t y , innocence, and 
happiness" ( 4 1 ) , y e t i t i s a c t u a l l y a j a u n d i c e d r e v i s i o n 
o f t h e American Dream. Robert F l i n t i s t h e r e f o r e wrong 
t o be so u n c e r t a i n when he w r i t e s t h a t " I think t h i s 
may be a b i t t e r i r o n y , b u t am u n w i l l i n g t o wager t h a t 
i t i s " ( 4 2 ) . Schwartz r e t u r n s t o t h e p e r i o d covered 
i n h i s e a r l y s t o r i e s , "the w o r s t p a r t of t h e g r e a t 
d e p r e s s i o n " ( 4 3 ) , but reduces t o a j o k e the a s s e r t i o n 
i n "The I s o l a t i o n of Modern Po e t r y " t h a t " t h e r e was no 
room i n t h e i n c r e a s i n g i n d u s t r i a l i z a t i o n of s o c i e t y f o r 
such a monster as t h e c u l t i v a t e d man" ( 4 4 ) : 
He was a r r e s t e d f o r drunkenness and he argued 
w i t h t h e policeman and the judge t h a t they 
had no r i g h t t o judge him because they had 
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s t u d i e d n e i t h e r P l a t o ' s R e p u b l i c , nor the works 
o f D. H. Lawrence, where t h e n e c e s s i t y of 
s p o n t a n e i t y and wholeness o f b e i n g was shov/n 
t o be an i m p e r a t i v e o f n a t u r e , an i m p e r a t i v e 
b l o c k e d and f r u s t r a t e d by our i n d u s t r i a l 
c i v i l i z a t i o n , t hus f o r c i n g a l l who were 
i n t e l l i g e n t and s e n s i t i v e t o take up hard l i q u o r 
and sprees. (45) 
The s t i n g i n t h e t a l e l i e s n o t i n i t s account of 
a p o p u l a r a r t i s t ' s a t t e m p t s t o produce what he c o n s i d e r s 
t o be s e r i o u s work, b u t i n t h e ease w i t h which h i s f a t h e r 
becomes a r e s p e c t e d a r t i s t , even though he i s an avowed 
c a p i t a l i s t and, t h e r e f o r e , i n t h e terms of Schwartz's 
essays, an opponent of c u l t u r e : " i n a c o m p a r a t i v e l y 
s h o r t p e r i o d o f t i m e , he was a p r i m i t i v e a b s t r a c t i o n i s t " 
( 4 6 ) . I n t h i s case innocence i s merely the a b i l i t y t o 
sv/itch or adapt value-systems w i t h o u t any awareness of 
h y p o c r i s y . The hope t h a t t h e s t o r y i s h e l d t o express, 
t h e evidence t h a t i t i s supposed t o g i v e f o r America's 
c a p a c i t y f o r s e l f - r e n e w a l , i s founded on events t h a t 
are a c t u a l l y i n d i c a t i o n s o f the e l u s i v e n e s s of 
s e l f - f u l f i l m e n t . A d m i t t e d l y , t h e s t o r y i s p a r t l y f u e l l e d 
by a d i s r e s p e c t f o r t h e a r t i s t i c m e r i t s of " p r i m i t i v e 
or a b s t r a c t a r t " ( 4 7 ) , a k i n , one suspects, t o Schwartz's 
d e n i g r a t i o n o f Beat p o e t r y , b u t what i s more i m p o r t a n t 
i s t h e u s u r p a t i o n o f t h e n o t i o n of a r t i s t i c i n t e g r i t y 
by a c a p i t a l i s t . I n t e g r i t y here i s r e a l l y f i c k l e n e s s 
and s u p e r f i c i a l i t y . 
While t h e t r e a t m e n t o f innocence i n "An American 
F a i r y T a l e " i s b i t t e r and s a r c a s t i c , "A C o l o s s a l Fortune" 
i s more e x p l i c i t m i t s c r i t i c i s m . The two i n n o c e n t s 
of t h e s t o r y , K i t t y and Monroe, are i n n o c e n t i n a way 
which i n d i c a t e s a fundamental f l a w i n t h e i r p e r s o n a l i t i e s . 
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Monroe's b l i n d n e s s t o m a t t e r s o f everyday p r a c t i c a l i t y 
i s d e s c r i b e d as perhaps stemming from "the absence of 
some q u a l i t y of b e i n g " ( 4 8 ) , as w e l l as from him being 
" d i s c o n n e c t e d , o r unconnected, w i t h t h e r e a l w o r l d " ( 4 9 ) . 
T h i s l a c k o f c o n n e c t i o n p r e s e r v e s him from an a p p r e c i a t i o n 
o f b o t h t h e norms o f s o c i a l behaviour and t h e e f f e c t 
o f h i s a c t i o n s on o t h e r s . He i s an example of "the 
c r u e l t y of unawareness"; h i s innocence i s " a p p a l l i n g " 
(50) . 
Monroe i s another of Schwartz's i n t e l l e c t u a l s : 
Concerned w i t h o b j e c t s o f t h e i n t e l l e c t , he 
soared above t h e average concerns of the f l e s h : 
he was a s t u d e n t of p h i l o s o p h y , and he had 
w r i t t e n h i s d o c t o r ' s t h e s i s on a m e t a p h y s i c a l 
s u b j e c t . (51) 
The i n c l u s i o n o f t h i s d e t a i l by Schwartz, h i m s e l f a 
p h i l o s o p h y g r a d u a t e , w i t h "soared" u n d e r l i n i n g t h e i r o n y , 
r e c a l l s t h e c r i t i c i s m of i n t e l l e c t u a l s i n The World i s 
a' Wedding, j u s t as Monroe's disconnectedness r e c a l l s 
"The I s o l a t i o n o f Modern P o e t r y " . Monroe i s an extreme 
example of t h e i s o l a t e d i n t e l l e c t u a l , "disconnected" 
from l i f e around him. However, i t i s not an u n c u l t u r e d , 
i n d u s t r i a l i z e d s o c i e t y a n t a g o n i s t i c t o a r t i s t i c endeavour 
fr o m which he i s removed, b u t , c r u c i a l l y , "the r e a l 
w o r l d " . T h i s phrase i s a t t r i b u t e d t o Monroe's f a t h e r , 
"a s p e c i a l i s t m ear, eye, nose and t h r o a t diseases", 
who " d i d n o t know t h e w o r l d except i n these s p e c i a l ways" 
( 5 2 ) . I t I S h i s view t h a t i s j u s t i f i e d by t h e s t o r y . 
I n t h e c o n t r a s t between a p h y s i c i a n and a m e t a p h y s i c i a n , 
a b s t r a c t i o n l o s e s o u t . 
Schwartz's a t t i t u d e t o i n t e l l e c t u a l s has t h e r e f o r e 
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s h i f t e d from simple c r i t i c i s m o r s a t i r e t o a more 
i m p o r t a n t r e p u d i a t i o n . Monroe's inadequacy as a human 
bei n g i s n o t e x p l a i n e d , even p a r t l y , i n terms of t h e 
a l i e n a t i n g e f f e c t s o f an i n d u s t r i a l i z e d s o c i e t y , nor 
i s i t a n y t h i n g t o do w i t h t h e Great Depression. I t i s 
s i m p l y a p a r t o f h i s "innocence" and i n d i f f e r e n c e t o 
"the average concerns o f t h e f l e s h " . I n t e l l e c t u a l i s m 
i s an e v a s i o n o f r e a l i t y and o f t h e p r e s s i n g . problem 
o f l i v i n g i n t h e w o r l d . I t i s a " s e l f - c o n s o l a t i o n and 
s e l f - e s c a p e " ( 5 3 ) : 
Sidney r e t u r n e d t o h i s own p l a c e and sought 
by r e a d i n g a work expounding t h e n a t u r e of 
r e l a t i v i t y p h y s i c s t o f o r g e t about t h e chaos 
o f p e r c e p t i o n and response i n t o which he had 
been plunged by Monroe's b e h a v i o r . (54) 
This "chaos of p e r c e p t i o n and response" i s l i k e t h e 
f a t h e r ' s e x p e r i e n c e of "the t e r r o r and j u n g l e of 
innocence" i n "Successful Love". A f e e l i n g of 
d i s o r i e n t a t i o n i s p r e s e n t e d as a t r u e r response t o l i f e 
t h a n a t t e m p t s t o d i s c o v e r s c i e n t i f i c c e r t a i n t i e s and 
m e t a p h y s i c a l t r u t h s . Schwartz's r e l i a n c e on the 
t e c h n i q u e s of paradox, i r o n y and s u b v e r s i o n , as w e l l 
as on t h e m a n i p u l a t i o n and r e p e t i t i o n of phrases, i s 
i n d i c a t i v e o f a d e s i r e t o embed t h i s d i s o r i e n t a t i o n i n 
t h e t e x t i t s e l f . 
The s t o r y ' s u l t i m a t e . i r o n y i s t h a t Monroe's 
"dis c o n n e c t e d " p e r s o n a l i t y i s t h e cause o f h i s peace 
of mind: 
He had no need of anyone or a n y t h i n g ; he had 
no need o f a d r u g s t o r e , a soda f o u n t a i n , a 
w i f e o r a c o l o s s a l f o r t u n e : he was h i s own 
c o l o s s a l f o r t u n e . (55) 
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He has no need o f t h e evasions a l r e a d y l i s t e d m "Father 
and Son": 
I n t e g r a t e d i n t h e r e v e r y o f a f i n e c i g a r . 
F l e e i n g t o c h i l d h o o d a t t h e symphony c o n c e r t . 
Buying s l e e p a t t h e d r u g s t o r e , grandeur 
At t h e band c o n c e r t , Hawaii 
On t h e s c r e e n , and everywhere a specious splendor: 
One, when he i s sad, has something t o e a t . 
An i c e cream soda, a t o a s t e d sandv/ich. 
Or has h i s t e e t h f i x e d , b u t can always r e t r e a t 
From t h e a c t u a l p a i n , and dream of the r i c h . (56) 
Monroe i s spared "the a c t u a l p a i n " because he l a c k s 
s e l f - c o n s c i o u s n e s s . He i s f r e e o f what i s termed 
elsewhere " t h e unending agony o f conscious b e i n g " ( 5 7 ) . 
Schwartz f i g u r e s l i k e Shenandoah, c o n s t a n t l y seeking 
t h e t r u t h i n t h e i r own r e f l e c t i o n s , have t o accept p a i n 
as t h e n a t u r a l concom i t a n t o f t h e i r search. Sidney's 
r e a l i z a t i o n " t h a t he h i m s e l f had no d e s i r e , r e a l l y , t o 
be v e r y l u c k y or t o have a c o l o s s a l f o r t u n e " i n d i c a t e s 
t h a t , j u s t as t h e son f i n a l l y does i n "Father and Son", 
he t o o accepts t h a t , s i n c e Monroe i s the a l t e r n a t i v e , 
t h e h i g h p r i c e o f self-awareness i s w o r t h paying ( 5 8 ) . 
V 
I n "The H a r t f o r d I n n o c e n t s " t h e r e i s a d e t a i l e d 
argument a g a i n s t innocence: 
we must face t h e f a c t of the u l t i m a t e 
innocence o f most forms of a s p i r a t i o n , an 
innocence unaware, d e l i b e r a t e l y or n o t , of 
t h e n a t u r e o f r e a l i t y and t h e n a t u r e of the 
r e a l i t y o f a human community, t o such an e x t e n t 
t h a t t h e o n l y p o s s i b l e c o n c l u s i o n i s the 
r e c o g n i t i o n o f the infamy o f innocence, an 
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infamy a l l t h e more d e s t r u c t i v e because i t s 
b a s i s i s p r e c i s e l y t h i s : t h e ignorance o f 
innocence, t h e d e l i b e r a t e l y c u l t i v a t e d d i s r e g a r d 
o f a l l consequences and of a l l p o s s i b l e i n j u r y 
t o a c t u a l human beings i n t h e name o f one or 
another e x a l t e d p r i n c i p l e . . . (59) 
As a r e s u l t , " n o t h i n g i s as t e r r i f y i n g as innocence and 
t h a t boundless i d e a l i s m which i s innocence's c h i e f 
a s p i r a t i o n " ( 6 0 ) . 
T h i s c r i t i q u e o f innocence i s based on t h e premise 
t h a t s o c i e t y i s i n c r i s i s : 
The a t t i t u d e s and p r i n c i p l e s meant as 
t h e o r e t i c a l l i m i t s o f t h e s t r u c t u r e o f a 
democ r a t i c s o c i e t y had become n o t t h e boundary 
l i n e s t h e y were meant t o be but t h e c e n t e r 
of a t t e n t i o n , consciousness and a c t i o n . (61) 
S o c i e t y i s seen t o be dependent on t h e e x i s t e n c e of 
accepted s t r u c t u r e s , a s e r i e s o f r u l e s t h a t make l i f e 
b o t h p o s s i b l e and m e a n i n g f u l . I f those r u l e s should be 
q u e s t i o n e d , o r worse s t i l l o v e r t u r n e d , then chaos would 
ensue. The o n l y degree of f l u x a c c e p t a b l e i s w i t h i n a 
s p e c i f i c a l l y d e f i n e d c o n t e x t : " m o b i l i t y i s d e s i r a b l e 
o n l y where t h e r e i s an u n d e r l y i n g s t a b i l i t y " ( 6 2 ) . 
H a r t f o r d , however, i s a modern l i b e r a l academic 
i n s t i t u t i o n w i t h t h e main emphasis on " l i t e r a t u r e , t h e 
a r t s , t h e drama and b a l l e t " . A r e c e n t e f f o r t t o b r i n g 
about a new " s c i e n t i f i c o r i e n t a t i o n " , w i t h an in c r e a s e d 
budget f o r atomic p h y s i c s and s i m i l a r s u b j e c t s , has been 
much r e s e n t e d ( 6 3 ) . As such, H a r t f o r d encourages an 
approach t o l i f e t h a t i n v o l v e s a d i s r e s p e c t f o r 
s t r u c t u r e s , r u l e s and c o n v e n t i o n s . Moreover, i t a t t r a c t s 
s t u d e n t s who a r e a l r e a d y i n v o l v e d i n an i m p o r t a n t 
r e n u n c i a t i o n : 
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They come t o H a r t f o r d . . . because th e y 
are a l r e a d y much i n v o l v e d i n a r e p u d i a t i o n 
o f t h e i r f a m i l y , t h e c a r e e r o f t h e debutante, 
and t h e customary s t u d i e s of undergraduates. 
The g i r l s o f H a r t f o r d have committed 
themselves t o a p r o f o u n d r e j e c t i o n o f t h e e n t i r e 
way o f l i f e o f t h e upper middle c l a s s i n our 
s o c i e t y . (64) 
T h i s " r e p u d i a t i o n " m a n i f e s t s i t s e l f i n a d i s r e s p e c t f o r 
a u t h o r i t y , whether i n t h e shape of Goodknight, the 
H a r t f o r d P r e s i d e n t , or Senator Cobb, and i n a r e l a x e d 
a t t i t u d e t o s e x u a l r e l a t i o n s h i p s , w i t h " d i v o r c e as a 
c a n c e l l a t i o n and p u r g a t i o n , w i t h o u t a f t e r m a t h , of an 
u n f o r t u n a t e e r r o r " ( 6 5 ) . 
"The H a r t f o r d I n n o c e n t s " has much i n common w i t h 
Schwartz's o t h e r work. The reasons g i v e n f o r "'che infamy 
o f innocence" a r e c o n s i s t e n t w i t h the p o r t r a i t o f Susan 
i n " S u c c e s s f u l Love". Her b l i n d n e s s t o the p o s s i b l e 
i m p r o p r i e t y o f her s e x u a l behaviour i s s i m i l a r t o t h e 
H a r t f o r d g i r l s ' a t t i t u d e t o n e c k i n g : i t i s claimed t h a t 
Candy's " c h a s t i t y i s a p u r e l y p h y s i c a l and q u i t e t r i v i a l 
m a t t e r when s e t i n c o n t r a s t w i t h t h e ardor and 
i n c l u s i v e n e s s w i t h which she and her f r i e n d s engage i n 
n e c k i n g " ( 6 6 ) . Candy's " s t r o n g sense of 
p r o p r i e t y " i s one a p p r o p r i a t e t o her g e n e r a t i o n . The 
r e a c t i o n s of Susan's f a t h e r and of Sidney i n "A C o l o s s a l 
F o r t u n e " t o "the chaos o f p e r c e p t i o n and response" i n t o 
which t h e y f e e l t h a t t h e y have been thrown has a l r e a d y 
p r o v i d e d evidence o f t h e way i n v/hich innocence i s a 
s o c i a l l y dangerous f o r c e . The H a r t f o r d g i r l s ' "profound 
r e j e c t i o n " of t h e i r s o c i a l c l a s s i s r e m i n i s c e n t o f t h e 
a l i e n a t e d i n t e l l e c t u a l s o f The World i s a Wedding who 
a r e a l s o i n c o n f l i c t w i t h t h e c u l t u r e and e x p e c t a t i o n s 
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o f t h e i r p a r e n t s . The concern f o r t h e s t a b i l i t y o f modern 
American s o c i e t y i s s i m i l a r t o statements made by Schwartz 
i n 1958 i n "The Present S t a t e of P o e t r y " : 
C l e a r l y when t h e f u t u r e of c i v i l i z a t i o n i s 
no l o n g e r assured, a c r i t i c i s m o f American 
l i f e i n terms o f a c o n t r a s t between avowed 
i d e a l s and p r e s e n t a c t u a l i t y cannot be a p r i m a r y 
p r e o c c u p a t i o n and source o f i n s p i r a t i o n . 
c i v i l i z a t i o n ' s v e r y e x i s t e n c e depends 
upon America, upon t h e a c t u a l i t y o f American 
l i f e , and n o t t h e i d e a l s of t h e American Dream. 
(67) 
T h i s r e j e c t i o n o f i d e a l i s m and t h e iunerican Dream matches 
d i r e c t l y t h e n o t i o n t h a t "the a t t i t u d e s and p r i n c i p l e s 
meant as t h e o r e t i c a l l i m i t s o f t h e s t r u c t u r e of a 
democratic s o c i e t y " should n o t become "the c e n t e r of 
a t t e n t i o n , consciousness and a c t i o n " . F i n a l l y , and 
perhaps most i m p o r t a n t l y , t h e c o n t e n t i o n t h a t " g u i l t " 
i s p r e f e r a b l e t o "innocence", and experience t o 
i n e x p e r i e n c e , r e c a l l s n o t o n l y Sidney's r e a c t i o n a t the 
end o f "A C o l o s s a l F o r t u n e " , but a l s o t h e message, 
i m p l i c i t or o t h e r w i s e , o f much of t h e r e s t of Schwartz's 
w r i t i n g s . 
I n "The H a r t f o r d I n n o c e n t s " g u i l t i s p r e s e n t e d as 
t h e normal human emotion. Senator Cobb i s a p a r o d i c 
advocate of t h i s b e l i e f : 
i n Cobb's mind, as ever, everyone 
was g u i l t y u n t i l proven t o be of an innocence 
i n c o m p a t i b l e w i t h a n y t h i n g b u t s l e e p i n g sickness 
or a c a t a t o n i c a t t a c k . . . (68) 
Cobb's mi s t a k e however, and h i s f a i l u r e as an i n q u i s i t o r , 
i s t h a t he r e g a r d s a l l g u i l t as u l t i m a t e l y t r a c e a b l e 
t o t h e w o r s t s i n of a l l : communism. The r e a l i t y i s t h a t 
t h e f e e l i n g o f g u i l t i s u n s p e c i f i c and a l l - p e r v a s i v e : 
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most a d u l t human beings e x i s t e d i n 
a s t a t e o f g u i l t about one or another 
r e l a t i o n s h i p , p a s t o r p r e s e n t , and a l t h o u g h 
what t h e y f e l t g u i l t y about was h a r d l y ever 
what Cobb a t t e m p t e d t o e s t a b l i s h , n e v e r t h e l e s s 
t h e y looked g u i l t y , when t h e y encountered t he 
a c c u s a t i o n o f g u i l t , however i n a c c u r a t e . (69) 
This i s t h e "endless g u i l t " i n " S t a r l i g h t L i k e I n t u i t i o n 
P i e r c e d t h e Twelve" ( 7 0 ) , and i t i s t h e g u i l t which the 
f a t h e r o r d e r s h i s son t o acknowledge i n "Father and Son" 
( 7 1 ) . 
For Schwartz, g u i l t i s t h e r e s u l t of e x i s t i n g i n 
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• a world t h a t r e q u i r e s one t o be i n some form o f 
; r e l a t i o n s h i p t o o t h e r s . Moreover, i t s source can be 
t r a c e d t o b e f o r e t h e b i r t h o f t h e c u l p a b l e i n d i v i d u a l . 
To t h a t e x t e n t h i s u n d e r s t a n d i n g o f g u i l t approaches 
a r e l i g i o u s c o n c e p t i o n o f s i n . Schwartz's c h a r a c t e r s 
s u f f e r from O r i g i n a l G u i l t i n t h e same way t h a t a 
C h r i s t i a n s u f f e r s from O r i g i n a l S i n . I t i s a 
r e s p o n s i b i l i t y t h a t cannot be c o n s c i o u s l y avoided. The 
i n d i v i d u a l does n o t n e c e s s a r i l y have t o do a n y t h i n g t o 
i n c u r i t . He c a r r i e s i t w i r h him i n t o t h e w o r l d . Yet 
Schwartz's O r i g i n a l G u i l t can be e x p l a i n e d i n 
p s y c h o l o g i c a l , F r e u d i a n , r a t h e r t h a n r e l i g i o u s terms: 
he makes use o f B i b l i c a l c h a r a c t e r s i n the poems 
"Abraham", "Sarah", "Jacob" and " S t a r l i g h t L i k e I n t u i t i o n 
P i e r c e d t h e Twelve" more f o r t h e i r p s y c h o l o g i c a l , human 
val u e t h a n o u t o f a d e s i r e t o e s t a b l i s h an o v e r t r e l i g i o u s 
framework f o r h i s i d e a s . The g u i l t t h a t t h e i n d i v i d u a l 
b r i n g s w i t h him i n t o t h e w o r l d i s a r e s i d u e o f t h e l i v e s 
o f h i s p a r e n t s , f a m i l y , a n c e s t o r s and community: " C h i l d 
l a b o r ! The c h i l d must c a r r y / His f a t h e r s on h i s 
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back" ( 7 2 ) . I n t h i s v e r s i o n o f t h e Aeneas myth i n "The 
B a l l a d o f t h e C h i l d r e n o f t h e Czar" t h e s i g n i f i c a n c e 
o f t h e p l u r a l " f a t h e r s " should n o t be missed. The image 
suggests t h e f u l l w e i g h t o f t h e burden t h a t h i s p a s t 
p l a c e s on an i n d i v i d u a l . 
Innocence i s a l s o i m p o r t a n t i n "The B a l l a d of t h e 
C h i l d r e n o f t h e Czar": 
The i n n o c e n t a r e o v e r t a k e n . 
They are n o t i n n o c e n t . 
They are t h e i r f a t h e r ' s f a t h e r s . 
The p a s t i s i n e v i t a b l e . (73) 
Here t o o t h e meaning of innocence i s c a l l e d i n t o doubt. 
W i t h t h e p a s t d e t e r m i n i n g t h e p r e s e n t , t h e c h i l d i s n o t 
o n l y h i s f a t h e r , b u t a l s o h i s f a t h e r ' s f a t h e r . The 
i n n o c e n t are "o v e r t a k e n " by t h e g u i l t o f what has gone 
b e f o r e and w i l l t h e r e f o r e come a f t e r . H i s t o r y i s m e r c i l e s s 
and a l l - d e v o u r i n g . 
The H a r t f o r d s t u d e n t s are judged t o i g n o r e t he e x t e n t 
t o which t h e i n d i v i d u a l i s burdened w i t h a whole complex 
of consequences and r e s p o n s i b i l i t i e s . L i f e t h e r e i s "a 
masquerade i n which t h e y s u f f e r from t h e h a l l u c i n a t i o n 
t h a t i t i s p o s s i b l e t o be a p u r e l y f r e e b e i n g " ( 7 4 ) . 
Since i n Schwartz's w o r l d i t i s i m p o s s i b l e t o be "a p u r e l y 
f r e e b e i n g " , t o r e g a r d o n e s e l f as such i s a c a r d i n a l 
e r r o r . I t i s a dangerous form of unconsciousness, 
i n v o l v i n g a l i m i t e d , l i m i t i n g awareness of t h e i n t e r n a l 
and e x t e r n a l w o r l d . Because t h e H a r t f o r d g i r l s , and 
Monroe i n "A C o l o s s a l F o r t u n e " , are g u i l t y of such 
unconsciousness, t h e y are i n e v i t a b l y viewed c r i t i c a l l y . 
However, even though much of t h e d i s a p p r o v a l o f 
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Candy, and o f t h e H a r t f o r d g i r l s i n g e n e r a l , i s p e r f e c t l y 
c o n s i s t e n t w i t h t h e c r i t i q u e o f innocence developed d u r i n g 
t h e course o f S u c c e s s f u l Love and Other S t o r i e s , and 
even though t h e c o n c e p t i o n o f g u i l t and r e s p o n s i b i l i t y 
i n v o l v e d i n t h e s t o r y i s echoed elsewhere i n Schwartz's 
work, t h e rea d e r i s s t i l l l e f t w i t h s i g n i f i c a n t doubts 
about t h e s t a t u s o f t h e c r i t i c i s m . Robert F l i n t 
i d e n t i f i e s p a r t o f t h e t r o u b l e : 
[ t h e c r i t i c i s m o f t h e H a r t f o r d 
s t u d e n t s ] comes a t t h e end o f a long 
d e m o n s t r a t i o n o f e x a c t l y what innocence can 
s t i l l a c hieve when j o i n e d t o s t r o n g n a t u r a l 
g i f t s . The v e r y substance o f t h e s t o r y , indeed, 
i s l i t t l e more t h a n t h e charm and power of 
innocence. (75) 
F l i n t ' s doubts about whether or n o t Schwartz i s being 
i r o n i c i n "An American F a i r y T a l e " are much more p e r t i n e n t 
when one c o n s i d e r s "The H a r t f o r d I n n o c e n t s " . 
The r o o t o f t h e problem i s Schwartz's d e c i s i o n t o 
use t h e e p i s t o l a r y f orm t o d e l i v e r t h e c r i t i c i s m , 
e s p e c i a l l y a f t e r h a v i n g begun t h e s t o r y u s i n g a 
c o n v e n t i o n a l t h i r d - p e r s o n n a r r a t i v e . A l l the a t t a c k s 
on innocence and on t h e dangerous l i b e r a l i s m o f H a r t f o r d 
so f a r quoted are made by t h e l e t t e r w r i t e r , DeWitt Hov/e. 
Since t h e events i n t h e s t o r y seem t o c o n t r a d i c t h i s 
r e a c t i o n a r y a t t i t u d e t o them, one suspects t h a t Schwartz 
has d i s t a n c e d h i m s e l f from him f o r d e l i b e r a t e i r o n i c 
purposes. There i s good reason t o b e l i e v e t h a t as a 
w i t n e s s Howe i s n o t t o be a l t o g e t h e r t r u s t e d . Yet i t 
i s a l s o t r u e t h a t h i s arguments are g i v e n g r e a t w e i g h t . 
The r e a d e r i s never e n t i r e l y sure j u s t how i r o n i c i s 
Schwartz's p o s i t i o n . 
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I t seems t h a t t h e a b r u p t s h i f t i n t h e s t o r y ' s form 
a t h i r d o f t h e way t h r o u g h was n o t p a r t o f Schwartz' s 
o r i g i n a l p l a n . I n s u b m i t t i n g "The H a r t f o r d I n n o c e n t s " 
t o The New Yorker, where i t was n o t i n t h e end p u b l i s h e d , 
he made t h e f o l l o w i n g o b s e r v a t i o n s : 
I began i t s e v e r a l years ago, t h i n k i n g o f i t 
as a l o n g s t o r y , and i t c o u l d c e r t a i n l y be 
reworked i n s e v e r a l ways f o r p e r i o d i c a l 
p u b l i c a t i o n : i t c o u l d be shortened, f o r 
example, and I t h i n k t h a t t h e e n t i r e t h i r d 
c h a p t e r m i g h t be b e t t e r as t h i r d - p e r s o n 
n a r r a t i v e i n s t e a d o f a l e t t e r i n the f i r s t 
p erson. (76) 
The l e t t e r s t h a t Schwartz wrote t o W i l l i a m Maxwell a t 
The New Yorker i n 1958 and 1959 make repeated r e f e r e n c e 
t o a w i l l i n g n e s s t o accept e d i t o r i a l s c r u t i n y and a l t e r 
work as a p p r o p r i a t e , i f doing so meant s e c u r i n g 
p u b l i c a t i o n . They p r o v i d e c l e a r t e s t i m o n y t o Schwartz's 
u n c e r t a i n t y about h i s s t o r i e s . He dismisses some 
u n s p e c i f i e d e a r l y p u b l i s h e d f i c t i o n as "poor or no good 
a t a l l " ( 7 7 ) . He admits t h a t t h e s t o r i e s he i s now 
s u b m i t t i n g come from a s t o c k - p i l e o f abandoned f i r s t 
d r a f t s : one i s i d e n t i f i e d as e i g h t years o l d ( 7 8 ) . He 
i m p l i e s t h a t he c o n s i d e r s none o f t h e s t o r i e s t o be i n 
t h e i r f i n a l form, and he e x p l a i n s h i s submission of 
h e a v i l y r e v i s e d and u n t i d y t y p e s c r i p t s by r e f e r r i n g t o 
h i s " i n c l i n a t i o n t o r e v i s e c o n t i n u a l l y and i n d e f i n i t e l y " 
( 7 9 ) . The l e t t e r s a l s o p r o v i d e evidence o f Schwartz's 
r u s h t o g e t as much f i c t i o n p u b l i s h e d as soon as p o s s i b l e ; 
hence t h e t r a w l t h r o u g h t h e o l d s t o r y d r a f t s d e s p i t e 
h i s o b s e r v a t i o n i n t h e 1949 essay, "Viev/s o f a Second 
V i o l i n i s t " , t h a t "one ought t o w r i t e as much as p o s s i b l e 
and p u b l i s h as l i t t l e as p o s s i b l e " ( 8 0 ) . Schwartz seems 
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s t i l l t o be aware o f t h e t r u t h o f t h a t view, though he 
admits t h a t money i s now h i s g r e a t e r concern: 
sending you so much work, m such 
a s t a t e of u n t i d i n e s s and h a s t e , i s economic. 
D u r i n g t h e p a s t s i x months I have had more 
prose and verse accepted f o r p u b l i c a t i o n than 
a t any o t h e r t i m e and more th a n I would i n 
t h e p a s t have t h o u g h t e i t h e r p o s s i b l e or 
d e s i r a b l e ; b u t t h e amount I was p a i d by The 
New Yorker f o r two poems and a s t o r y exceeds 
a l l t h e o t h e r s combined. (81) 
The oddness o f "The H a r t f o r d I n n o c e n t s " may t h e r e f o r e 
be p a r t l y e x p l a i n e d by the f a c t t h a t Schwartz's immediate 
need f o r p u b l i c a t i o n s overrode a concern t o r e s o l v e 
p r o p e r l y f o r m a l problems i n o l d m a t e r i a l . 
I t i s a l s o p r o b a b l e t h a t t h e d i f f i c u l t y i n n a r r a t i v e 
p o i n t - o f - v i e w posed by the use o f DeWitt Howe r e s u l t s 
from an a t t e m p t t o s o l v e an e a r l i e r problem. An 
e x a m i n a t i o n of t h e t r e a t m e n t o f another s t o r y i l l u s t r a t e s 
what i s l i k e l y t o have happened. I n one l e t t e r t o W i l l i a m 
Maxv/ell Schwartz discusses h i s doubts about "The Track 
Meet", a work which The New Yorker d i d e v e n t u a l l y p u b l i s h . 
His p r i n c i p a l concern i s whether or n o t t o i n t r o d u c e 
"a d i r e c t and e x p l i c i t f o r m u l a t i o n of t h e theme of the 
s t o r y a t one or a n o t h e r p o i n t " ( 8 2 ) . He then g i v e s one 
such p o s s i b l e , and l e n g t h y , f o r m u l a t i o n , though he admits 
t h a t " t h i s i s s u r e l y t o o d i d a c t i c , except as a summary" 
( 8 3 ) . However, i f one compares t h i s "too d i d a c t i c " 
t h e m a t i c statement w i t h t h e r e l e v a n t passage i n the 
p u b l i s h e d s t o r y , t h e n t h e i r s i m i l a r i t y i s immediately 
apparent. Schwartz has t a k e n t h e core o f h i s summary, 
removing those elements t h a t merely serve as 
a m p l i f i c a t i o n , and worked i t i n t o t h e body of t h e t e x t . 
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Consider, f o r i n s t a n c e , t h e f o l l o w i n g e x t r a c t from t h e 
l e t t e r : 
what he means would be e x p l i c i t i n 
an a r g u m e n t a t i v e and e x p o s i t o r y sense, i f he 
added, " I t makes no d i f f e r e n c e whether or not 
t h e i n c i d e n t s which have shocked you so much 
are p a r t o f a dream or have o c c u r r e d i n 
a c t u a l i t y . . . For i f what o c c u r r e d i n 
your dream were merely your own p r i v a t e 
h a l l u c i n a t i o n , t h e n t h e e v i l which has t e r r i f i e d 
you would be r o o t e d s o l e l y i n your own mind 
and h e a r t . . . " (84) 
The r e l e v a n t s e c t i o n s i n t h e s t o r y r u n as f o l l o w s : 
"What d i f f e r e n c e does i t make i f i t i s a dream 
or i t i s n o t a dream?" he s a i d c o l d l y 
And i f what o c c u r r e d on t h e f i e l d were merely 
i m a g i n a r y and u n r e a l and merely your own p r i v a t e 
h a l l u c i n a t i o n , t h e n t h e e v i l t h a t has t e r r i f i e d 
you i s r o o t e d i n your own mind and h e a r t . 
(85) 
Schwartz a l s o adapted these sentences f o r "The 
F u l f i l l m e n t " : 
Dream, i s i t a dream? What d i f f e r e n c e 
Does I t make o r mean? I f i t i s o n l y a dream 
I t i s t h e dream which we are . (86) 
The " f o r m u l a t i o n o f t h e theme" i n "The Track Meet" 
i s i n t r o d u c e d by t h e simple expedient of having one 
c h a r a c t e r d e c l a r e , " I d e t e s t e x p l a n a t i o n . . . Do 
you i n s i s t on one?", w h i l e t h e o t h e r r e p l i e s , " I o f t e n 
f e e l t h a t I know l i t t l e o r n o t h i n g " ( 8 7 ) . Since Schwartz 
keeps t h e f o l l o w i n g e x p l a n a t i o n s h o r t and d i r e c t , a v o i d i n g 
t h e l e n g t h y e l a b o r a t i o n s suggested i n the l e t t e r , he 
does n o t appear " t o o d i d a c t i c " . He a l s o makes sure t h a t 
t h e s t o r y does n o t end on t h i s e x p o s i t o r y n o t e , which 
would have been t o o o b v i o u s l y schematic, and r e l i e s 
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i n s t e a d on t h e moment of s e l f - r e v e l a t i o n b e f o r e t h e 
m i r r o r . 
Schwartz's use o f t h e f i r s t - p e r s o n l e t t e r i n "The 
H a r t f o r d I n n o c e n t s " seems co be a s i m i l a r a t t e m p t t o 
p r o v i d e a statement o f t h e s t o r y ' s theme. I f t h i s i s 
so, t h e n DeVJitt Howe i s a t h i n l y d i s g u i s e d cover f o r 
t h e d i r e c t e x p r e s s i o n o f Schwartz's views. This e x p l a i n s 
t h e resemblances d e t a i l e d e a r l i e r between t h e statements 
made by Howe and ideas c o n t a i n e d elsewhere i n Schwartz's 
work. The dangers f o r an a u t h o r t a k i n g such an approach 
are c o n s i d e r a b l e . I f Schwartz f e a r e d being o v e r l y 
d i d a c t i c i n "The Track Meet", th e n i t i s d i f f i c u l t t o 
see how he c o u l d defend t h e t h i r d c h a p t e r of "The H a r t f o r d 
I n n o c e n t s " a g a i n s t t h e same charge. Furthermore, i f 
one accepts t h a t t h e l e t t e r w r i t e r i s t o be i d e n t i f i e d 
w i t h Schv;artz, t h e n t h e f i n a l p a r t o f t h e s t o r y ceases 
t o o p e r a t e s o l e l y as a p i e c e o f f i c t i o n and i n s t e a d moves 
c l o s e r m n a t u r e t o some of Schwartz's essays. The s t o r y 
begins as a f a m i l y c h r o n i c l e w i t h a g e n t l y s a t i r i c a l 
t o n e , b u t i t suddenly abandons t h i s approach, as w e l l 
as a l l t h e c h a r a c t e r s i n t r o d u c e d so f a r except f o r Candy, 
i n f a v o u r of a l a r g e l y a b s t r a c t d i s c u s s i o n of the 
n e c e s s i t y f o r s o c i a l r e s p o n s i b l i t y . McDougall's c o m p l a i n t 
about Schwartz's tendency t o lapse i n t o a b s t r a c t i o n 
a p p a r e n t l y r e c e i v e s here i t s most unequivocal 
j u s t i f i c a t i o n . Even i n Schwartz's own terms t h i s sudden 
change i n t h e s t o r y would seem t o c o n t r a d i c t t h e s p i r i t 
o f h i s a s s e r t i o n t h a t " t he s u b j e c t o f p o e t r y i s 
ex p e r i e n c e , n o t t r u t h , even when t h e poet i s w r i t i n g 
about i d e a s " ( 8 8 ) . 
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However, t h e l e t t e r w r i t e r cannot s i m p l y be 
i d e n t i f i e d w i t h Schwartz. Howe's i m p l i e d endorsement 
o f Mrs. Manning's a t t i t u d e t o t h e " e n t i r e l y u n d e s i r a b l e 
m a r r i a g e s " e n t e r e d i n t o by t h e daughters of her best 
f r i e n d , "one t o a Czech r e f u g e e , one t o a Jew, and one 
t o a young man who was o f an I t a l i a n immigrant f a m i l y " 
( 8 9 ) , are u n l i k e l y s e n t i m e n t s f o r Schwartz who, as both 
a Jew and t h e c h i l d of a immigrant f a m i l y , elsewhere 
showed h i m s e l f p a i n f u l l y aware o f t h e r a m i f i c a t i o n s o f 
Mrs. Manning's brand o f s o c i a l e l i t i s m . The a t t a c k on 
t h e modern tendency towards d i v o r c e i s a l s o hard t o accept 
as t h e view o f a t w i c e d i v o r c e d man who wrote a s h o r t 
comic p i e c e , "The D i f f i c u l t y o f D i v o r c e " , i n which he 
suggests t h a t "a d i v o r c e , o f course, ought n o t t o be 
made so d i f f i c u l t " ( 9 0 ) . 
However, t h e most s i g n i f i c a n t evidence a g a i n s t a 
d i r e c t i d e n t i f i c a t i o n o f Schwartz w i t h Howe i s t h e l e t t e r 
w r i t e r ' s weakness f o r d i g r e s s i o n and hyperbole. At the 
b e g i n n i n g o f "A C o n f i d e n t i a l Report" he r e f e r s t o "the 
repugnant a c t u a l i t y " and "hideous pandemonium" of the 
H a r t f o r d a f f a i r ( 9 1 ) . A t t h e end of the l e t t e r t h i s 
tendency t o exaggerate reaches a peak. While d e s c r i b i n g 
t h e s t u d e n t s as "kamikaze", he adds the p a r e n t h e t i c a l 
comment, " I do n o t exaggerate a t a l l " ( 9 2 ) . He w o r r i e s 
about a p p e a r i n g "melodramatic or grandiose" ( 9 3 ) . He 
admits t h a t h i s f i n a l views are "grotesque and extreme" 
( 9 4 ) . By p l a c i n g such comments among Howe's i n c r e a s i n g l y 
a g g r e s s i v e a t t a c k s on t h e dangers o f innocence and of 
women l i k e Candy, Schwartz i n c r e a s e s the imp r e s s i o n of 
t h e l e t t e r ' s growing h y s t e r i a . Drawing a t t e n t i o n t o t h i s 
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h y s t e r i a by t h e i n t e r p o l a t i o n of the above phrases 
i n d i c a t e s d e l i b e r a t i o n on Schwartz's p a r t and e s t a b l i s h e s 
an i r o n i c d i s t a n c e between him and t h e c o n t e n t s of t h e 
l e t t e r . 
F u r thermore, Schwartz makes an e f f o r t t o develop 
Howe as a d i s t i n c t c h a r a c t e r i n t h e s t o r y . The l e t t e r 
c o n t a i n s a number of snide asides a t t h e expense o f t h e 
t r u s t e e s . He suggests t h a t he w i l l be d e a l i n g w i t h 
" s o p h i s t i c a t e d and c o m p l i c a t e d m a t t e r s which are beyond 
most o f t h e t r u s t e e s ' minds or consciousness", though 
t h e y are " s i n c e r e and honest i n t h e i r evasion of t h e 
t r u t h " ( 9 5 ) . These d e t a i l s are i n keeping w i t h t h e 
s t o r y ' s comic n a t u r e , and t h e y a l s o c r e a t e an i m p r e s s i o n 
o f t e n s i o n w i t h i n t h e H a r t f o r d a d m i n i s t r a t i o n of which 
Howe i s a s s i s t a n t d i r e c t o r ( 9 6 ) . T h i s t e n s i o n i s n o t 
necessary t o t h e s t o r y , b u t i t does add background c o l o u r . 
More i m p o r t a n t i s Howe's admission t h a t a t one time he 
"had t o make u n f a v o r a b l e comments about a c l o s e f r i e n d 
t o t h e F.B.I, and another government agency" ( 9 7 ) . This 
i s t h e s t o r y ' s o n l y r e f e r e n c e t o t h i s a c t of b e t r a y a l . 
The n a t u r e o f t h e admission i m m e d i a t e l y places t h e l e t t e r 
w r i t e r w i t h i n t h e realm o f g u i l t and compromise. He 
i s no i n n o c e n t . He i s a man who has g i v e n a supposed 
d u t y t o t h e s t a t e p r i o r i t y over t h e demands of a p e r s o n a l 
r e l a t i o n s h i p , a d e c i s i o n w i t h which he i s e v i d e n t l y 
u n c o m f o r t a b l e . He has e l e v a t e d a b s t r a c t i o n s over 
humanity: 
The r e a l m i s one i n which i n t e l l e c t u a l a n a l y s i s 
and l o g i c are f o r e m o s t , and exclude any 
e n t e r t a i n m e n t of sympathy, compassion, p i t y 
o r c h a r i t y , any i n f l u e n c e — s o f a r as t h a t i s 
p o s s i b l e — o f f o r g i v e n e s s , f o r e b e a r a n c e , and 
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acceptance o f another human be i n g upon which 
a l l p e r s o n a l r e l a t i o n s h i p s , a l l i n t i m a t e 
f r i e n d s h i p s and above a l l , t h e f a m i l y i t s e l f , 
depend. (98) 
I t i s t h i s g u i l t t h a t e x p l a i n s Howe's em o t i o n a l o p p o s i t i o n 
t o t h e M c C a r t h y i t e Senator Cobb and h i s i n t e l l e c t u a l 
o p p o s i t i o n t o t h e s o c i a l l y d i s r u p t i v e Candy. His 
r e a s o n i n g i n t h e l e t t e r has a c r u c i a l b i a s . 
"A C o n f i d e n t i a l Report" t h e r e f o r e combines two 
i mpulses. One i s t h e r e s u l t of Schwartz's d e s i r e t o 
p r o v i d e a s t a t e m e n t o f t h e s t o r y ' s meaning. The o t h e r 
i n v o l v e s h i s use o f a d i s t i n c t c h a r a c t e r w i t h c l e a r l y 
f l a w e d views t o examine t h e moral and i n t e l l e c t u a l 
c o n f u s i o n b e s e t t i n g an i n s t i t u t i o n faced w i t h t h e 
consequences o f i t s own l i b e r a l i s m . The most t e l l i n g 
p r ecedent f o r Schwartz's use of Howe i s "The World i s 
a Wedding". I n t h a t s t o r y Jacob operates i n p a r t as a 
Schwartz f i g u r e and propounds views t h a t c a r r y the f o r c e 
o f a u t h o r i a l a p p r o v a l . More i m p o r t a n t l y , he p r o v i d e s 
t h e " f o r m u l a t i o n o f t h e theme o f the s t o r y " when he 
e x p l a i n s t h a t l i f e i s l i k e Breughel's The Peasant Wedding. 
Yet Schwartz s t i l l m a i n t a i n s an i r o n i c d i s t a n c e from 
Jacob. He s t i l l c r i t i c i z e s or c o n t r a d i c t s him. 
The reason t h a t t h e d i s t a n c i n g e f f e c t i s more 
s u c c e s s f u l i n "The World i s a VJedding" than i t i s i n 
"The H a r t f o r d I n n o c e n t s " i s l a r g e l y t o do w i t h the 
f ormer's more f u l l y r e a l i z e d f o r m a l q u a l i t i e s . James 
A t l a s t e s t i f i e s t h a t "The World i s a Wedding" was 
o r i g i n a l l y i n t e n d e d t o be o n l y p a r t of a "Bildungsroman" 
( 9 9 ) , b u t t h e f i n a l s t o r y has s u r v i v e d t h e s c a l i n g down 
of Schwartz's i n t e n t i o n s . "The H a r t f o r d Innocents" on 
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t h e o t h e r hand appears t o have f a l l e n v i c t i m t o i t s 
a l t e r a t i o n s . Schwartz's u n c e r t a i n t y about r e t a i n i n g 
t h e l e t t e r s e c t i o n i s s u g g e s t i v e o f h i s f a i l u r e t o r e s o l v e 
confused i n t e n t i o n s . The s t o r y as p u b l i s h e d i s an 
amalgamation of fragments of w r i t i n g , a l l b r o a d l y d e a l i n g 
w i t h more o r l e s s t h e same s t o r y and c h a r a c t e r s , y e t 
d i f f e r i n g w i d e l y i n form and purpose. The f i r s t two 
c h a p t e r s , "Red Bananas" and "The F l i g h t o f t h e I n n o c e n t s " , 
r e p r e s e n t t h e b e g i n n i n g s of a s t o r y about t h e Manning 
f a m i l y , i n t h e manner of "The C h i l d I s t h e Meaning of 
T h i s L i f e " and "America] America'", which i s then 
abandoned i n f a v o u r of Howe's l e t t e r . When Candy goes 
t o s l e e p r e a d i n g The New Yorker a t t h e end of "The F l i g h t 
o f t h e I n n o c e n t s " , t h e opening n a r r a t i v e s t r a n d comes 
t o an end ( 1 0 0 ) . The f o l l o w i n g chapter i t s e l f yokes 
t o g e t h e r d i f f e r e n t approaches, i n c l u d i n g t h e remnants 
of an o r i g i n a l t h i r d - p e r s o n v e r s i o n of t h e H a r t f o r d 
e v e n t s , p a r t s o f which s u r v i v e i n t h e j o u r n a l s . 
One s e c t i o n of t h e f i n a l c h a p ter i s i n d i c a t i v e of 
i t s f r a g m e n t a r y n a t u r e . Towards t h e end of "A C o n f i d e n t i a l 
Report" a new c h a r a c t e r i s unexpectedly i n t r o d u c e d . 
Ralph W i l l i a m s , a teacher a t H a r t f o r d , i s g i v e n an 
A n g l o - I n d i a n background, thus making him t h e p r o d u c t 
of b o t h "England's c l a s s s o c i e t y and . . . a c a s t e 
system made a l l t h e more o t h e r t h a n America by A l b i o n ' s 
a l o o f n e s s , shyness, or d i s d a i n o f t h e Brahmin and the 
Maharajah" ( 1 0 1 ) . Yet u n l i k e J u l i a S o r e l , Senator Cobb, 
Candy Manning and Goodknight, he serves a b s o l u t e l y no 
f u n c t i o n i n t h e s t o r y whatsoever. His background suggests 
t h a t he w i l l be used t o p r o v i d e an o u t s i d e r ' s p e r s p e c t i v e 
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on t h e events a t H a r t f o r d and t o p o i n t up t h e c o n t r a s t 
between England's s o c i a l system, I n d i a ' s caste system 
and America's r a c i a l s e g r e g a t i o n . However, W i l l i a m s 
c o n f i n e s h i m s e l f t o s p e c u l a t i o n on t h e p r o m i s c u i t y o f 
th e H a r t f o r d g i r l s . H is o u t s i d e r s t a t u s i s i r r e l e v a n t 
f o r t h ese o b s e r v a t i o n s . They c o u l d j u s t as e a s i l y have 
been made by Howe. 
The s e c t i o n begun w i t h W i l l i a m s ' s i n t r o d u c t i o n i s 
o n l y t h r e e pages l o n g , a f t e r which he disappears. The 
in e s c a p a b l e c o n c l u s i o n i s t h a t h i s b r i e f appearance i s 
merely t h e s u r v i v i n g t r a c e o f an abandoned p l a n t o g i v e 
him a more s u b s t a n t i a l r o l e i n t h e s t o r y . The awkwardness 
of such an undeveloped c h a r a c t e r draws a t t e n t i o n t o 
i t s e l f . There i s a d i s t i n c t i m p r e s s i o n t h a t t h e fragment 
has o n l y been l i g h t l y r e w r i t t e n i n order t o f i t i t i n t o 
t he e p i s t o l a r y form. 
"The H a r t f o r d I n n o c e n t s " i s , t h e r e f o r e , a s t r i k i n g 
example o f t h e dangers t o which Schwartz's w r i t i n g 
sometimes exposes i t s e l f . The be s t o f h i s f i c t i o n i s 
marked by t h e success w i t h which he manages t o f i n d the 
form and s t y l e capable o f conveying h i s i n t e n t i o n s . 
Because o f t h a t success h i s i r o n y , paradoxes, temporal 
i s h i f t s and a b s t r a c t i o n s a re h e l d under c o n t r o l and remain 
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i e f f e c t i v e . However, when t h e a p p r o p r i a t e form i s not 
. found, o r when t h e c o n c e p t i o n o f the s t o r y i s not 
s u f f i c i e n t l y w e l l d e f i n e d , as i s t h e case w i t h "The 
, H a r t f o r d I n n o c e n t s " , t h e n t e n s i o n i s d i s s i p a t e d , 
1 
a b s t r a c t i o n s l o s e t h e i r j u s t i f i c a t i o n , paradoxes become 
merely c o n t r a d i c t i o n s , and t h e reader i s l e f t confused. 
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CHAPTER FIVE 
Form, Content and Consciousness 
I n 1942 Schwartz noted i n h i s j o u r n a l s t h a t "form 
i s an endless e f f o r t , and n o t o n l y t h a t , b u t perhaps 
t h e s e c r e t o f l i f e " ( 1 ) . His essays, l e t t e r s and j o u r n a l s 
a l l p r o v i d e evidence o f h i s i n t e n s e i n t e r e s t i n form 
and i t s r e l a t i o n s h i p t o c o n t e n t . For a p e r i o d i n 1942 
t h e j o u r n a l s r e c o r d a c o n c e n t r a t e d attempt t o a r r i v e 
a t a c l e a r d e s c r i p t i o n o f how t h e two operate t o g e t h e r . 
Schwartz' s statements show how he saw a r t as something 
capable o f g i v i n g shape t o t h e a r t i s t ' s unconscious. 
His concern w i t h w r i t i n g as a t y p e of psychotherapy was 
p a r t o f t h e reason why he b e l i e v e d t h a t form v/as "perhaps 
t h e s e c r e t o f l i f e " . For Schwartz, even f o r m a l t h e o r i e s 
r e f l e c t e d on i s s u e s o f s e l f - c o n s c i o u s n e s s . 
Schwartz to o k an e s s e n t i a l l y New C r i t i c a l view o f 
t h e c o n n e c t i o n between form and c o n t e n t , as he makes 
c l e a r i n a 1938 essay, "The C r i t i c a l Method of R. P. 
Blackmur": 
That form and c o n t e n t are i n s e p a r a b l e i s a 
dogma which a l l modern c r i t i c s accept, 
c o n t r a d i c t i n p r a c t i c e , and never e l u c i d a t e . 
I r e p e a t t h e dogma: form and c o n t e n t 
are i n s e p a r a b l e . . . (2) 
Yet h i s acceptance of t h i s "dogma" does not g i v e a 
complete account o f h i s p o s i t i o n . He was c e r t a i n l y n o t 
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w h o l e h e a r t e d i n h i s s u p p o r t f o r t h e New C r i t i c s . 
Statements he made elsewhere i n d i c a t e t h a t he d i d not 
see h i m s e l f as a New C r i t i c and t h a t he harboured d e f i n i t e 
doubts about t h e New C r i t i c i s m ' s u l t i m a t e w o r t h . I n 
h i s essay, "Our L i t e r a r y C r i t i c s : An A p p r e c i a t i o n " , he 
contends t h a t " i t i s e a s i e r t o c r i t i c i z e t h e New C r i t i c i s m 
t h a n t o shoot f i s h i n a b a r r e l ; and i t ought t o be 
c r i t i c i z e d " ( 3 ) . 
That essay makes t h e case b o t h f o r and a g a i n s t the 
New C r i t i c i s m . On t h e one hand Schwartz m a i n t a i n s t h a t 
i t has l e d t o a welcome "rapprochement between s c h o l a r s h i p 
and c r i t i c i s m " (4) and t h a t " a t w o r s t i t has helped t o 
c r e a t e and t o keep a l i v e a consciousness of l i t e r a t u r e 
a t a h i g h e r and more s e r i o u s l e v e l than a t any time s i n c e 
t h e C i v i l War" ( 5 ) . On t h e o t h e r he f e e l s t h a t "much 
of t h e c r i t i c i s m . . . i s g i v e n over almost e n t i r e l y 
t o an a n a l y s i s and i n t e r p r e t a t i o n o f t h e meanings of 
t h e l i t e r a r y o b j e c t , which i s c e r t a i n l y a one-sided and 
l i m i t e d k i n d o f c r i t i c i s m a t b e s t " ( 6 ) . 
I t i s f o r one-sidedness t h a t Schwartz c r i t i c i z e s 
A l l e n Tate i n a l e t t e r t o him. He begins by n o t i n g t h a t 
one cannot judge a poem's b e l i e f s s e p a r a t e l y : 
But t h i s does n o t seem t o me t o mean t h a t both 
p o e t r y and l i t e r a r y c r i t i c i s m must r e s t r i c t 
themselves t o an a n a l y s i s of c r a f t and 
t e c h n i q u e . I t h i n k t h a t b o t h you and E l i o t 
have a l l o w e d y o u r s e l f t o be d r i v e n t o t h i s 
extreme. (7) 
I n t h e essay he m a i n t a i n s t h a t , as a r e s u l t of such a 
tendency, " i t i s now o f t e n necessary . . . t o i n s i s t 
t h a t Moby Dick i s about a w h i t e whale and w h a l i n g , 
whatever i t s more e l e v a t e d and p r o f o u n d meanings may 
169 
be" ( 8 ) . He s t r e s s e s t h e need f o r "a h i s t o r i c a l sense 
o f l i t e r a t u r e " ( 9 ) , and, even though E l i o t was one o f 
h i s l i t e r a r y heroes, he i n d i c a t e s a p r e f e r e n c e f o r "the 
s o c i a l and moral values o f Van Wyck Brooks and Edmund 
W i l s o n , i n s t e a d o f those o f T. S. E l i o t " ( 1 0 ) . 
Schwartz's own at t e m p t s t o e x p l a i n t he "dogma" of 
t h e i n s e p a r a b i l i t y o f form and c o n t e n t c l a r i f y t h e e x t e n t 
t o which he agreed w i t h t h e New C r i t i c i s m : 
form i s t h e way i n which a poet sees 
a n y t h i n g : i f he look s a t a t h i n g i n a d i f f e r e n t 
way, v / i t h a d i f f e r e n t f orm ( f r o m a d i f f e r e n t 
p o i n t o f view, f o r example), he sees something 
p r o p o r t i o n a t e l y d i f f e r e n t . . . . This 
i n s e p a r a b i l i t y means t h a t we ought never, i n 
s p e c i f i c a n a l y s i s o f g i v e n poems, t o p e r m i t 
e i t h e r t e c h n i q u e or substance t o preoccupy 
our a t t e n t i o n a p a r t from one another. (11) 
That form and c o n t e n t must be considered t o g e t h e r " i n 
s p e c i f i c a n a l y s i s o f g i v e n poems" i s a r e s t a t e m e n t o f 
t h e b a s i c t e n e t o f t h e New C r i t i c i s m , a p r a c t i c a l r u l e 
which means t h a t t h e c r i t i c a voids what Cleanth Brooks 
termed t h e "heresy o f paraphrase". However, the quoted 
passage l i n k s judgements about two d i s t i n c t processes, 
n o t o n l y t h e c r i t i c i s m b u t a l s o t h e c r e a t i o n o f t h e work 
o f a r t . While Schwartz's c o n c l u s i o n about p o e t i c a n a l y s i s 
i s a New C r i t i c a l commonplace, h i s d e s c r i p t i o n of the 
a c t o f a r t i s t i c p e r c e p t i o n i n d i c a t e s a more i n d i v i d u a l 
approach. 
Of course, i t would be m i s l e a d i n g t o t r e a t the New 
C r i t i c a l movement as i f i t were a u n i f i e d s c h ool h e l d 
t o g e t h e r by a common, c o d i f i e d d o c t r i n e t h a t was c l e a r l y 
u n d e r stood by those b o t h o u t s i d e and i n s i d e t h e movement. 
I n h i s s t u d y o f American c r i t i c i s m Rene Wellek argues 
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S t r o n g l y t h a t " t he view t h a t t h e New C r i t i c i s m r e p r e s e n t s 
a c o t e r i e o r even a s c h o o l i s mi s t a k e n " ( 1 2 ) . He contends 
t h a t a d e t a i l e d comparison o f t h e w r i t i n g s o f those 
commonly c o n s i d e r e d t o be New C r i t i c s makes t h e e r r o r 
o b v i o u s : 
I c o u l d c o l l e c t and quote a l a r g e number of 
t h e i r pronouncements v i o l e n t l y d i s a g r e e i n g 
w i t h t h e i r supposed a l l i e s and show t h a t they 
h o l d o f t e n q u i t e d i v e r g e n t and even 
c o n t r a d i c t o r y t h e o r i e s . (13) 
N e v e r t h e l e s s , when any o f t h e Nev/ C r i t i c s t a l k o f 
the i n s e p a r a b i l i t y o f form and c o n t e n t they do not seem 
t o do so f o r t h e reasons g i v e n by Schwartz. For i n s t a n c e , 
Mark Schorer, i n h i s 1948 essay, "Technique as Discovery", 
m a i n t a i n s t h a t form i s " t e c h n i q u e " and t h a t "the 
d i f f e r e n c e between c o n t e n t , or e x p e r i e n c e , and achieved 
c o n t e n t , o r a r t , i s t e c h n i q u e " : 
For t e c h n i q u e i s t h e means by which t h e w r i t e r ' s 
e x p e r i e n c e , which i s h i s s u b j e c t m a t t e r , compels 
him t o a t t e n d t o i t ; t e c h n i q u e i s the o n l y 
means he has o f d i s c o v e r i n g , e x p l o r i n g , 
d e v e l o p i n g h i s s u b j e c t , o f conveying i t s 
meaning, and, f i n a l l y , o f e v a l u a t i n g i t . (14) 
There are l i n e s o f convergence between t h i s view and 
Schwartz's. These w i l l become c l e a r l a t e r . However, 
the p o i n t s o f di v e r g e n c e are much more s i g n i f i c a n t . 
Schorer's d i s t i n c t i o n between c o n t e n t and "achieved 
c o n t e n t " i s n o t one f o r which Schwartz a l l o w s . I t i s 
h i s c o n t e n t i o n t h a t form and c o n t e n t are i n s e p a r a b l e 
n o t o n l y i n t h e work o f a r t as a f i n i s h e d p r o d u c t , but 
a l s o i n , and even p r i o r t o , t h e a c t o f c r e a t i o n i t s e l f . 
While Schorer's t e c h n i q u e i s merely a "means" t o enable 
him t o g e t a t , and t o d e a l w i t h , h i s exper i e n c e , which 
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must t h e r e f o r e be separable from form, Schwartz's 
t e c h n i q u e i s e s s e n t i a l i n d e t e r m i n i n g what he a c t u a l l y 
has as an e x p e r i e n c e . I t i s t h e way he sees, and as 
he comments i n "The I s o l a t i o n of Modern P o e t r y " , "the 
poet must see" ( 1 5 ) . 
I f one f o l l o w s Schwartz's approach i t may be p o s s i b l e 
t o d i s t i n g u i s h between "achieved c o n t e n t " and i n t e n d e d 
c o n t e n t , a l t h o u g h a c c o r d i n g t o t h e New C r i t i c i s m t h i s 
would be an improper l i n e o f i n q u i r y , one g u i l t y of the 
" i n t e n t i o n a l f a l l a c y " as i t was c a l l e d by W. K. Wimsatt 
and Monroe C. Beards l e y . However, i t would not be 
m e a n i n g f u l t o separate "achieved c o n t e n t " from c o n t e n t . 
The c o n t e n t , o r s u b j e c t m a t t e r , o f t h e work o f a r t i s 
i t s "achieved c o n t e n t " . To r e g a r d i t as a n y t h i n g e l s e 
would be, a c c o r d i n g t o t h e argument t h a t Schwartz h i m s e l f 
employs i n "Poetry and B e l i e f i n Thomas Hardy", an 
" a b s t r a c t i o n " f r a u g h t w i t h d i f f i c u l t i e s ( 1 6 ) . 
I n a l e t t e r w r i t t e n i n 1940 Schwartz e x p l a i n s how 
he u n d e r s t o o d e x p e r i e n c e t o be r e l a t e d t o form: 
l e t ' s say t h a t experience i s alv/ays 
f o r m - c o n t e n t i n some way . . . but w i t h 
r e s p e c t t o t h e forms of any a r t , the s u b j e c t s 
an a r t i s t chooses are r e l a t i v e l y un-formed. 
By s u b m i t t i n g them t o t h e p a r t i c u l a r forms 
o f h i s medium, he makes a new experience of 
them, a new f o r m - s u b j e c t r e l a t i o n s h i p ; and 
t h i s i s what makes i t something a v a i l a b l e o n l y 
i n h i s work i t s e l f i n p l a c e o f t h e o l d one; 
nowhere e l s e . (17) 
Experience i s a l r e a d y i n some way formed, a r t i c u l a t e d 
o r "achieved". I t i s i t s e l f a " f o r m - s u b j e c t r e l a t i o n s h i p " . 
Since t h e work of a r t i n v o l v e s a d i f f e r e n t " f o r m - s u b j e c t 
r e l a t i o n s h i p " , a r e f i n e m e n t o f the p r i o r one, i t t h e r e f o r e 
r e p r e s e n t s "a new e x p e r i e n c e " . To adapt Schorer's 
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f o r m u l a , "achieved c o n t e n t " i s an experience t r a n s f o r m e d 
by t e c h n i q u e i n t o a new ex p e r i e n c e . As t h e a r t i s t ' s 
work c o n t a i n s a unique e x p e r i e n c e , i n v o l v i n g a unique 
" f o r m - s u b j e c t r e l a t i o n s h i p " , "something a v a i l a b l e o n l y 
i n h i s work i t s e l f " , t h e two elements o f form and s u b j e c t 
cannot t h e n be c o n s i d e r e d s e p a r a t e l y and i n the a b s t r a c t . 
That would d e s t r o y t h e ex p e r i e n c e . Experience i s a 
compound o f i t s two elements. I f one or t h e o t h e r element 
i s e x t r a c t e d , t h e n t h e experien c e no l o n g e r remains, 
nor can i t s q u a l i t i e s be determined by an a n a l y s i s o f 
the two now se p a r a t e elements. 
Schorer begins "Technique as Di s c o v e r y " w i t h t h e 
a s s e r t i o n t h a t " i n a r t beauty and t r u t h are i n d i v i s i b l e 
and one". He c l a i m s t h a t t h i s n o t i o n can be more r e a d i l y 
understood " i f f o r beauty we s u b s t i t u t e form, and f o r 
t r u t h , c o n t e n t " . He then m a i n t a i n s t h a t a f u r t h e r 
r e d u c t i o n can be made i f , i n s t e a d o f form and c o n t e n t , 
we "speak o f t e c h n i q u e and s u b j e c t m a t t e r " ( 1 8 ) . This 
q u e s t i o n a b l e procedure goes some way towards i l l u s t r a t i n g 
t h e s l i p p e r i n e s s o f c r i t i c a l t e r m i n o l o g y . Technique 
i s n o t a l t o g e t h e r t h e same as form, nor i s c o n t e n t 
n e c e s s a r i l y t h e same as s u b j e c t m a t t e r . Such s l i p p e r i n e s s 
makes i t d i f f i c u l t t o determine whether, when t a l k i n g 
about f o r m , a c r i t i c means a g e n e r a l o r d e r i n g o f m a t e r i a l 
or t h e more s p e c i f i c l i t e r a r y t e c h n i q u e s t h a t i n f l u e n c e 
t h a t o r d e r i n g . 
The d i f f e r e n c e between Schorer's approach t o 
t e r m i n o l o g y and t h e p o s i t i o n taken by Schwartz i s 
u n d e r l i n e d by t h e f a c t t h a t Schwartz i d e n t i f i e s t r u t h 
n o t w i t h c o n t e n t , b u t w i t h form: 
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when t h e s u b j e c t demands t h e form, 
t h e g r e a t e s t form v/hich i s t r u t h ( t r u t h i s 
f o r m , n o t a t h i n g ) . (19) 
Schorer does develop h i s argument t o t r y t o prove t h a t 
" t e c h n i q u e o b j e c t i f i e s " ( 2 0 ) , t h a t " t e c h n i q u e , a t l a s t , 
i s measure" ( 2 1 ) , and t h a t "technique alone e v a l u a t e s " 
( 2 2 ) . Yet t h i s i s n o t q u i t e t he same as t h e p o i n t made 
by Schwartz. For Schorer, c o n t e n t i s s t i l l t r u t h . 
Technique i s j u s t t h e means t o t e s t t h a t t r u t h . 
Schwartz's a t t i t u d e t o form, i n c l u d i n g h i s b e l i e f 
t h a t " t r u t h i s f o r m " , p a r t l y arose from h i s a t t e m p t t o 
r e s o l v e t h e problem o f how t o respond t o b e l i e f i n a r t , 
an i s s u e t h a t he addressed most comprehensively i n "Poetry 
and B e l i e f i n Thomas Hardy", though i t i s a l s o d e a l t 
w i t h i n t h e i n t r o d u c t i o n t o Genesis. C o n f r o n t i n g t h e 
q u e s t i o n o f how t o r e a c t t o an a u t h o r whose views d i f f e r 
f r o m one's own, he r e a s s e r t s the i n s e p a r a b i l i t y of form 
and c o n t e n t : 
Now t h e r e are two ways i n which we t e n d t o 
handle a l i e n b e l i e f s . One of them i s t o r e j e c t 
those poems which c o n t a i n b e l i e f s we r e g a r d 
as f a l s e . T h i s i s an example of j u d g i n g p o e t r y 
i n terms o f i t s s u b j e c t , considered i n 
a b s t r a c t i o n , and t h e d i f f i c u l t i e s are o b v i o u s l y 
numerous. . . . C e r t a i n l y we v/ould have 
t o do w i t h o u t Homer, and w i t h o u t Dante or 
Shakespeare. 
The o t h e r a l t e r n a t i v e , which i s i n any 
case p r e f e r a b l e t o t h e f i r s t , i s t o judge p o e t r y 
w h o l l y i n terms of i t s f o r m a l c h a r a c t e r . But 
t h i s I S an a c t of u n j u s t i f i a b l e a b s t r a c t i o n 
a l s o . For i t i s e v i d e n t t h a t we enjoy more 
i n a poem, or a t l e a s t t h e poem presents more 
t o us, t h a n a r e f i n e d use of language. (23) 
I n o r d e r t o a v o i d these two a l t e r n a t i v e s , Schwartz 
concludes t h a t t r u t h should not be looked f o r i n the 
w r i t e r ' s b e l i e f s . He should n o t be read f o r h i s messages. 
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s i n c e " t he s u b j e c t o f p o e t r y i s ex p e r i e n c e , n o t t r u t h , 
even when t h e po e t i s w r i t i n g about i d e a s " ( 2 4 ) . This 
i s a d i r e c t c o n t r a d i c t i o n o f Schorer's e q u a t i o n o f t r u t h 
w i t h c o n t e n t . 
Schwartz's r e a s o n i n g i s t h a t someone's experience 
i s v a l i d i n i t s e l f . I t does n o t need t o be checked 
a g a i n s t some e x t e r n a l measure o f t r u t h because i t i s 
genuine as an experience f o r t h a t i n d i v i d u a l . I n the 
i n t r o d u c t i o n t o Genesis he notes t h a t " t he au t h o r ' s 
b e l i e f s and values may be wrong i n t h e a b s t r a c t or i n 
t h e l i v i n g w o r l d , b u t ' r i g h t ' i n r e l a t i o n s h i p t o h i s 
own ex p e r i e n c e " ( 2 5 ) . I n t h e essay on Blackmur he w r i t e s 
about e xperiences b e i n g " f a c t s " : 
I say f a c t i n an e f f o r t t o curve about t he 
problem o f p o e t r y and b e l i e f , and say o f t h a t 
d i f f i c u l t q u e s t i o n o n l y t h i s : t h a t b e l i e f s 
i n most p o e t r y are o n l y a means, a framework 
t o h e l p t h e poet r e p r e s e n t t h e ragged, unwieldy 
f a c t s o f e x p e r i e n c e . (26) 
I n a f o o t n o t e he e x p l a i n s f u r t h e r ; 
each moment o f our l i v e s v e r i f i e s 
many f a c t s , and any p o i n t o f view i s a window 
upon c e r t a i n f a c t s . Given t he p o i n t o f view, 
we can v e r i f y what i s seen from i t , and a p o i n t 
o f view i s i t s e l f a f a c t . (27) 
The measure o f an experience's v a l i d i t y i n a r t i s 
t h e e x t e n t t o which i t i s adequately rendered. I n "Poetry 
and B e l i e f i n Thomas Hardy" Schwartz suggests a t e s t 
f o r a poem which r e l i e s o n l y on i t s i n t e r n a l 
r e l a t i o n s h i p s : 
When t h e poet can g e t t h e whole experience 
of h i s s e n s i b i l i t y i n t o h i s poem, the n t h e r e 
w i l l be an adequate r e l a t i o n s h i p between the 
d e t a i l s o f h i s poem and t h e b e l i e f s he a s s e r t s . 
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whether t h e y are t r u e o r n o t . For the n he i s 
g e t t i n g t h e a c t u a l i t y o f h i s experience i n t o 
h i s poem, and i t does n o t m a t t e r whether t h a t 
a c t u a l i t y i s i l l u s o r y o r n o t ; j u s t as t h e e a r t h 
may be seen as f l a t . The f u n c t i o n i n g o f h i s 
s e n s i b i l i t y guarantees h i s a s s e r t e d b e l i e f s ; 
i t guarantees them as aspects o f experience, 
though n o t as statements o f t r u t h . (28) 
Schwartz m a i n t a i n s t h a t even f o r t h e poet concerned w i t h 
i d e as " t h e r e i s t h e same q u e s t i o n o f the r e l a t i o n s h i p 
between h i s a s s e r t e d ideas and t h e language, t o n e , 
a t t i t u d e , and f i g u r e s which c o n s t i t u t e t h e r e s t o f the 
poem" ( 2 9 ) . 
A l t h o u g h t h i s i s an i n t e r n a l t e s t f o r p o e t r y , 
Schwartz i s n o t a d v o c a t i n g t h a t t h e poem be considered 
as i f i t were an i s o l a t e d o b j e c t . He i s not being as 
New C r i t i c a l as i t may a t f i r s t seem. Since he takes 
e x p e r i e n c e t o be "the s u b j e c t o f p o e t r y " , and s i n c e 
e x p e r i e n c e i s understood t o be a form- c o n t e n t 
r e l a t i o n s h i p , t h e c o n t e n t element o f t h a t r e l a t i o n s h i p 
j u s t i f i e s a c r i t i c a l concern w i t h c e r t a i n m a t t e r s o u t s i d e 
t h e poem. He f i n d s f a u l t w i t h Hardy's poem, "The Masked 
Face", because "the a s s e r t e d b e l i e f , i n s t e a d o f 
g e n e r a l i z i n g t h e p a r t i c u l a r s o f t h e poem, merely 
i n t e r f e r e s w i t h them and f a i l s t o g i v e them the 
s i g n i f i c a n c e t h e y are i n t e n d e d t o have" ( 3 0 ) . "The 
i n t e n t i o n a l f a l l a c y " i s , f o r Schwartz, no f a l l a c y . The 
purpose of p o e t r y i s n o t t o c r e a t e a f u l l y r e a l i z e d 
a r t i f a c t , b u t t o convey t h e " f a c t " o f an experience: 
U l t i m a t e l y we judge a poem genuine because 
by means o f words i t d i s c o v e r s t h e t r u t h of 
a f a c t f o r us, and we r e j e c t a poem as bogus 
because i t i s f o i s t i n g some f a l s i t y upon us 
or i t i s n o t making t h e t r u t h adequately 
a v a i l a b l e i n i t s words. (31) 
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T h i s s h o u l d n o t be understood as a c o n t r a d i c t i o n of 
Schwartz's c o n t e n t i o n t h a t " t he s u b j e c t o f p o e t r y i s 
e x p e r i e n c e , n o t t r u t h " . The n o t i o n s o f t r u t h and f a l s i t y 
i n t r o d u c e d here are measures o f exper i e n c e , "the t r u t h 
o f a f a c t " . 
I I 
Schwartz's p o s i t i o n i n r e l a t i o n t o t h e New C r i t i c a l 
i n s i s t e n c e on t h e autonomy of t h e work of a r t p r o v i d e s 
an answer t o c o m p l a i n t s t h a t h i s work i s t o o p e r s o n a l . 
I n "The I n t e n t i o n a l F a l l a c y " Wimsatt and Beardsley advance 
t h e f o l l o w i n g t h e o r y : 
The poem i s n o t t h e c r i t i c ' s own and n o t the 
a u t h o r ' s ( i t i s detached from t he au t h o r a t 
b i r t h and goes about t h e w o r l d beyond h i s power 
t o i n t e n d about i t or c o n t r o l i t ) . (32) 
John Crowe Ransom makes e s s e n t i a l l y t h e same p o i n t i n 
" C r i t i c i s m , I n c . " . He w r i t e s about "the autonomy of the 
work i t s e l f as e x i s t i n g f o r i t s own sake" ( 3 3 ) . I n a 
1942 j o u r n a l e n t r y Schwartz makes t h i s o b s e r v a t i o n : 
To express a n y t h i n g i s t o f r e e i t n ot o n l y 
from n o t be i n g known but from p e r s o n a l 
e x p e r i e n c e , p e r s o n a l d i s t o r t i o n , t h e l i m i t e d 
p o i n t o f view o f anyone a t any moment. (34) 
While t h e n o t i o n o f t h e worJc " e x i s t i n g f o r i t s own sake" 
i s c o n t r a d i c t e d by Schwartz's b e l i e f t h a t p o e t r y i s 
concerned w i t h t h e " f a c t s o f e x p e r i e n c e " , here he supports 
t h e concepts o f "the autonomy of t h e work i t s e l f " and 
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o f t h e work "detached from t h e a u t h o r a t b i r t h " . However, 
Schwartz goes f u r t h e r t h a n e i t h e r Ransom or Wimsatt and 
Bear d s l e y . The j o u r n a l e n t r y i m p l i e s n o t o n l y t h a t i n 
a r t e x p e r i e n c e i s s e l f - v a l i d a t i n g , b u t a l s o t h a t w r i t i n g 
a c t s as a form o f psychotherapy. 
The b e l i e f t h a t a w r i t e r can s o l v e h i s p e r s o n a l 
problems t h r o u g h h i s work i s n o t unique t o Schwartz. 
Two o f h i s f r i e n d s t h o u g h t along t h e same l i n e s . John 
Berryman's b i o g r a p h e r , John Haffenden, notes h i s s u b j e c t ' s 
a t t i t u d e : 
A l t h o u g h he spoke o f h i s work i n terms of 
t h e r a p y , he d i d n o t s t r i c t l y expect o t h e r s 
t o a p p r e c i a t e what amounted t o a p r i v a t e 
l i t e r a r y v e r s i o n o f an enema. (35) 
Berryman m a i n t a i n e d t h a t p o e t r y "aims . . . a t the 
r e f o r m a t i o n o f t h e p o e t , as p r a y e r does" ( 3 6 ) . I a n 
Ha m i l t o n has observed t h a t Robert L o w e l l hoped t h a t a 
proposed a u t o b i o g r a p h y would p r o v i d e "a s o r t o f immense 
bandage f o r my h u r t nerves" ( 3 7 ) . 
I n 1949 Schwartz commented i n h i s j o u r n a l s t h a t 
" w r i t i n g i s t h e way i n which one s o l v e s one's problems": 
W r i t i n g i s a way of w o r k i n g o f f a n x i e t y . W r i t i n g 
i s a way o f d r i n k i n g l e s s , smoking l e s s , making 
l o v e l e s s , and g e t t i n g r i d of one's f e e l i n g s 
o f g u i l t . Raw w i t h g u i l t , s a i d t h e good d o c t o r , 
I absolve t h e e . (38) 
A few days l a t e r he r e t u r n e d t o t h i s theme; 
The way t o s o l v e one's e m o t i o n a l problems i s 
t o s i t a t t h e t y p e w r i t e r and s o l v e them. Here 
t h e y are c o n t r o l l a b l e . (39) 
One cavea t , though, i s t h a t Schwartz a l s o b e l i e v e d t h a t 
w r i t i n g , o r more p r e c i s e l y , b e i n g a w r i t e r , c o u l d make 
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m a t t e r s worse. I n an essay c r i t i c a l o f Edmund Wilson's 
The Wound and t h e Bow he suggests t h e p o s s i b i l i t y t h a t 
" t h e unhappiness and d i s o r d e r o f c r e a t i v e l i v e s i s the 
e f f e c t and n o t t h e cause of c r e a t i v e e f f o r t " s i n c e such 
c r e a t i v i t y tends " t o make a human being more s e n s i t i v e , 
more e a s i l y d i s t u r b e d , and, l a s t b u t n o t l e a s t , l e s s 
a b l e t o make a l i v i n g and be a devoted husband and f r i e n d " 
( 4 0 ) . 
The s i g n i f i c a n c e o f t h e comments made by Berryman 
and L o w e l l i s t h a t , l i k e Schwartz, t h e y used t h e i r own 
p e r s o n a l i t i e s , as w e l l as s p e c i f i c i n c i d e n t s from t h e i r 
l i v e s , as i m p o r t a n t sources f o r t h e i r a r t . When t h e term 
" c o n f e s s i o n a l " i s a p p l i e d t o these w r i t e r s , i t i s done 
w i t h c o n s i d e r a b l e aptness. I t i s t r u e t h a t Berryman 
h i m s e l f d i d n o t aprove of t h e d e s c r i p t i o n . Haffenden 
r e c o r d s t h a t Berryman b e l i e v e d t h a t "the word doesn't 
mean a n y t h i n g " and responded t o i t w i t h "rage and 
contempt" ( 4 1 ) . Yet h i s r e f e r e n c e t o t h e s i m i l a r i t y 
between p o e t r y and p r a y e r , and t h e l i n k made by Schwartz 
between w r i t i n g and a b s o l u t i o n , i n d i c a t e t h e e x t e n t t o 
which t h e a u t h o r s themselves d i d t h i n k along such 
r e l i g i o u s l i n e s . 
However, when Schwartz i n t r o d u c e s t h e n o t i o n s of 
c o n f e s s i o n and a b s o l u t i o n , i t i s s i g n i f i c a n t t h a t they 
are t o be p r o v i d e d by "the good d o c t o r " , n o t a p r i e s t . 
T h i s r e f e r e n c e t o Freud i s f u r t h e r evidence o f Schwartz's 
tendency t o invo k e a c o n c e p t i o n o f g u i l t t h a t approaches 
a r e l i g i o u s u n d e r s t a n d i n g o f s i n , y e t which operates 
on a p u r e l y p s y c h o l o g i c a l l e v e l . T his i n c l i n a t i o n o f 
h i s has a l r e a d y been discu s s e d i n t h e e a r l i e r e x a m i n a t i o n 
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o f "The H a r t f o r d I n n o c e n t s " . 
The f i r s t o f Schwartz's two j o u r n a l e n t r i e s quoted 
above c o n t a i n s a m i x t u r e of t h e comic and t h e s e r i o u s . 
On one l e v e l w r i t i n g i s p r e s e n t e d as v a l u a b l e simply 
because, i f one i s engaged i n i t , f o r t h a t p e r i o d a t 
l e a s t t h e r e i s no t i m e f o r h a r m f u l behaviour. I n a 
t y p i c a l S c h w a r t z i a n j o k e , "making l o v e " i s considered 
a l o n g s i d e smoking and d r i n k i n g as a source of a n x i e t y . 
Of c ourse, i t i s t h i s s o r t o f a t t i t u d e t h a t R i c h a r d 
McDougall saw as p r o o f o f Schwartz's supposed i n a b i l i t y 
t o f a c e up t o t h e problems o f l i f e , a f a i l u r e connected 
t o h i s c r e a t i o n o f c h a r a c t e r s i n " s e l f - e n f o r c e d i s o l a t i o n 
from l i f e " where consciousness i s "a s u b s t i t u t e f o r l i v i n g 
and a c t i n g " ( 4 2 ) . Yet, as has a l r e a d y been argued, p a r t 
o f t h e impetus f o r Schwartz's work i s t h e b e l i e f t h a t 
l i f e i s i n e v i t a b l y a source o f p a i n and g u i l t , so t h a t 
i f one can f i n d a way t o reduce t h e number of c e r t a i n 
a c t i o n s , by, f o r i n s t a n c e , " d r i n k i n g l e s s , smoking l e s s , 
making l o v e l e s s " , p a r t i c u l a r l y "making l o v e l e s s " , then 
a t t h e v e r y l e a s t one v / i l l a l s o have reduced t h e amount 
of p a i n and g u i l t . Hov\?ever, as i s u s u a l v / i t h Schwartz, 
t h e more s e r i o u s c l a i m i s l e f t t o t h e end. The t r u l y 
i m p o r t a n t way i n which t h e a c t of w r i t i n g can a l l e v i a t e 
a n x i e t y i s a r e s u l t o f what i t a c t i v e l y does. By 
i d e n t i f y i n g t h e work of " t h e good d o c t o r " w i t h t h e n o t i o n 
o f w r i t i n g " g e t t i n g r i d o f one's f e e l i n g s of g u i l t " , 
Schwartz c l e a r l y i n d i c a t e s what he sav/ as t h e t h e r a p e u t i c 
e f f e c t s o f w r i t i n g . 
I t i s t r u e t h a t Schwartz d i d n o t see a simple 
p a r a l l e l between F r e u d i a n a n a l y s i s and the process 
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i n v o l v e d when he w r o t e about h i s own l i f e . His j o u r n a l s 
show t h a t he was aware o f t h e fundamental problem: 
Freud: S e l f - a n a l y s i s i s i m p o s s i b l e . (He was 
unable t o f r e e h i m s e l f from a compulsion 
n e u r o s i s . ) (43) 
A l t h o u g h Freud a t t e m p t e d s e l f - a n a l y s i s , b e l i e v i n g t h a t 
t h i s would enable him t o analyse o t h e r s more s u c c e s s f u l l y , 
he soon became aware o f d i f f i c u l t i e s . He e x p l a i n s t h e 
problem i n a l e t t e r t o Wilhelm F l i e s s : 
My s e l f - a n a l y s i s remains i n t e r r u p t e d . I have 
r e a l i z e d why. I can analyse myself o n l y w i t h 
t h e h e l p o f knowledge o b t a i n e d o b j e c t i v e l y 
( l i k e an o u t s i d e r ) . True s e l f - a n a l y s i s i s 
i m p o s s i b l e ; o t h e r w i s e t h e r e would be no 
[ n e u r o t i c ] i l l n e s s . (44) 
I t i s p o s s i b l e t h a t Schwartz's note t h a t " s e l f - a n a l y s i s 
i s i m p o s s i b l e " i s a q u o t a t i o n from t h i s passage. Freud, 
a m p l i f i e s h i s p o i n t i n a l a t e r remark i n "The S u b t l e t i e s 
o f a F a u l t y A c t i o n " : 
i n s e l f - a n a l y s i s t h e danger of 
incompleteness i s p a r t i c u l a r l y g r e a t . One i s 
t o o soon s a t i s f i e d w i t h a p a r t e x p l a n a t i o n , 
b e h i n d which r e s i s t a n c e may e a s i l y be keeping 
back something t h a t i s more i m p o r t a n t perhaps. 
(45) 
T h e r e f o r e , i f Schwartz were t a k i n g a s t r i c t l y Freudian 
view o f h i s w r i t i n g as t h e r a p y , h i s e f f o r t s would be 
b l o c k e d by t h e i m p o s s i b i l i t y o f m a i n t a i n i n g t h e necessary 
s e p a r a t i o n between h i m s e l f as p a t i e n t and h i m s e l f as 
a n a l y s t . He cannot have "the h e l p o f knowledge o b t a i n e d 
o b j e c t i v e l y ( l i k e an o u t s i d e r ) " . Furthermore, h i s a r t 
i s n o t a process o f f r e e a s s o c i a t i o n , t h e p r i m a r y Freudian 
a n a l y t i c a l method f o r i n v e s t i g a t i n g t h e n a t u r e of 
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neuroses. 
Yet i t i s s t i l l p o s s i b l e t o see how Schwartz's a r t 
o p e r a t e s a l o n g b r o a d l y F r e u d i a n l i n e s . H i g h l y s i g n i f i c a n t 
i s Schwartz's a s s e r t i o n t h a t e x p r e s s i n g something f r e e s 
i t f r om " p e r s o n a l e x p e r i e n c e , p e r s o n a l d i s t o r t i o n , t he 
l i m i t e d p o i n t o f view of anyone a t any moment". Here 
he i s c l a i m i n g f o r a r t t h e s o r t o f o b j e c t i v i t y t h a t Freud 
f e l t good a n a l y s i s r e q u i r e d . Moreover, the Freudian 
a n a l y s t ' s i n t e r e s t w i t h making conscious what has been 
unconscious can a l s o be found i n Schwartz's a t t i t u d e 
t o w r i t i n g . I n The Question o f Lay A n a l y s i s Freud 
d e s c r i b e s t h e t h e r a p e u t i c aim o f t h e a n a l y s t as an a t t e m p t 
t o " r e s t o r e t h e ego, t o f r e e i t from i t s r e s t r i c t i o n s , 
and t o g i v e i t back t h e command over t h e i d which i t 
has l o s t owing t o i t s e a r l y r e p r e s s i o n s " ( 4 6 ) . This 
i n v o l v e s a process o f seeking o u t r e p r e s s i o n s so t h a t 
t h e p a t i e n t can c o n f r o n t them, r a t h e r t h a n seeking r e f u g e 
i n f l i g h t : 
Our p a t h t o these s i t u a t i o n s o f c o n f l i c t , which 
have f o r t h e most p a r t been f o r g o t t e n and which 
we t r y t o r e v i v e i n t h e p a t i e n t ' s memory, i s 
p o i n t e d o u t t o us by h i s symptoms, dreams and 
f r e e a s s o c i a t i o n s . . . . By encouraging 
th e p a t i e n t t o d i s r e g a r d h i s r e s i s t a n c e s t o 
t e l l i n g us these t h i n g s , we are e d u c a t i n g h i s 
ego t o overcome i t s i n c l i n a t i o n towards attempts 
a t f l i g h t and t o t o l e r a t e an approach t o what 
i s r e p r e s s e d . I n t h e end, i f t h e s i t u a t i o n 
o f t h e r e p r e s s i o n can be s u c c e s s f u l l y reproduced 
i n h i s memory, h i s compliance w i l l be 
b r i l l i a n t l y rewarded. (47) 
I n "The Paths t o t h e Formation o f Symptons", one of the 
I n t r o d u c t o r y L e c t u r e s on Psycho-Analysis, Freud w r i t e s 
t h a t " n e u r o t i c s are anchored somewhere i n t h e i r p a s t " 
( 4 8 ) . I t can be seen from t h e above passage t h a t the 
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metaphor can be extended t o i n d i c a t e t h a t t h e purpose 
o f t h e a n a l y s i s i s t o search back t h r o u g h t h e past i n 
o r d e r t o r a i s e t h e anchor from t h e unconscious i n t o t h e 
c o n s c i o u s , so s e t t i n g t h e p a t i e n t f r e e . 
There i s a b a s i c s i m i l a r i t y between t h i s 
u n d e r s t a n d i n g o f t h e a n a l y t i c a l process and ideas t h a t 
Schwartz i n t r o d u c e s i n h i s work. There i s t h e s i g n i f i c a n c e 
o f t h e t i t l e " I n Dreams Begin R e s p o n s i b i l i t i e s " . I n 
"Father and Son" t h e f a t h e r t e l l s t h e son t o " c o n s t a n t l y 
go back / To what you were" ( 4 9 ) . He must face t h e f a c t 
o f h i s i n e v i t a b l e d e a t h , r a t h e r t h a n be g u i l t y of "the 
evasions which so many don" ( 5 0 ) , because "Your own s e l f 
a c t s t h e n " ( 5 1 ) . Schwartz i s e f f e c t i v e l y echoing Freud's 
words about " e d u c a t i n g [ h i s p a t i e n t ' s ] ego t o overcome 
i t s i n c l i n a t i o n towards a t t e m p t s a t f l i g h t " . S i m i l a r l y , 
a 1944 j o u r n a l e n t r y i s an e x p r e s s i o n o f Schwartz's 
acceptance o f t h e F r e u d i a n approach: 
The p a s t which r i s e s i n me as a war. 
Always i t i s t h e Past, r e v i v e d i n us, 
seekin g t o renew i t s e l f & t o commit the 
self-same c r i m e s — w h i c h we must s t r i v e t o make 
conscious and seek t o a l t e r t o b r i n g t r u e 
newness t o t h e f u t u r e . (52) 
Th i s i s , i n essence, a r e s t a t e m e n t o f Freud's p r o p o s i t i o n 
t h a t t h e p a t i e n t w i l l be " b r i l l i a n t l y rewarded" i f "the 
s i t u a t i o n o f t h e r e p r e s s i o n can be s u c c e s s f u l l y reproduced 
i n h i s memory". By u s i n g t h e moment when c h a r a c t e r s c a t c h 
s i g h t o f themselves i n a m i r r o r , Schwartz dramatizes 
a sudden s e l f - c o n s c i o u s n e s s t h a t g i v e s t h e ego back 
"command over t h e i d " . Consciousness i s knowledge, and 
i t g i v e s freedom. 
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Schwartz's b e l i e f t h a t t h e r e are elements i n each 
of us t h a t "we must s t r i v e t o make conscious" i s germane 
t o a 1957 e n t r y i n h i s j o u r n a l : 
t h e o.a. i s an experien c e which has 
a l r e a d y been c o n t r o l l e d , mastered: i t has been 
made a v a i l a b l e t o consciousness: i t has been 
made consciousness. (53) 
This r e f e r e n c e t o "the o b j e c t o f a r t " i s p a r t of a lo n g e r 
d e s c r i p t i o n o f t h e o b j e c t i v e n a t u r e o f t h e work of a r t . 
Schwartz m a i n t a i n s t h a t " t he work o f a r t i s bounded" 
and "can be r e p e a t e d l y e x p e r i e n c e d " , t h a t on coming i n t o 
c o n t a c t w i t h i t "our s e n s a t i o n s are s e n s a t i o n s v;hich 
have a l r e a d y been s c r u t i n i z e d and o r g a n i z e d by another 
human b e i n g " , t h a t i n i t " n o t h i n g i s i s o l a t e d , u n r e l a t e d , 
or unconnected", and t h a t i t " i s r o o t e d i n c o n d i t i o n s 
of i t s own which f r e e i t from t h e c o n d i t i o n s of o r d i n a r y 
e x p e r i e n c e " . He a l s o w r i t e s about " a r t as t h e con v e r s i o n 
of e x p e r i e n c e i n t o consciousness per se" ( 5 4 ) . 
Such an account o f t h e work o f a r t as an e t e r n a l , 
f u l l y i n t e g r a t e d o b j e c t removed from t h e mundane i s , 
t o an e x t e n t , f a i r l y c o n v e n t i o n a l . These ideas l i e behind 
"Ode on a Gre c i a n Urn" and " S a i l i n g t o Byzantium". The 
c o n t e n t i o n t h a t a r t i s experien c e "made consciousness" 
i s , however, more i d i o s y n c r a t i c a l l y S c hwartzian, n o t 
l e a s t because Schwartz takes consciousness as t h e e x p l i c i t 
s u b j e c t o f so much of what he w r o t e . To take o n l y a most 
obvious i n s t a n c e , i n a s i n g l e c o l l e c t i o n o f p o e t r y . 
V a u d e v i l l e f o r a P r i n c e s s , consciousness f e a t u r e s as 
an element i n "My Mind t o Me a Kingdom I s " , " I Did Not 
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Know t h e S p o i l s o f Joy", "The Past's Great Power 
Overpowers Every Hour", " T h e r e ' l l Be Others But Non So 
For Me", "Being Unused t o Joyous Consciousness", " A f t e r 
t h e Passion Which Made Me a F o o l " , "The Rumor and the 
Whir o f Unborn Wings", "Boy Wonders and P r e c o c i t i e s are 
Wrong", "Running L i k e Every Other J i l l and Jack" and 
" S t a r l i g h t L i k e I n t u i t i o n P i e r c e d t h e Twelve". 
I t i s d i f f i c u l t t o understand t h e c l a i m t h a t a r t 
i s e x p e r i e n c e "made consciousness" w i t h o u t r e f e r e n c e 
b o t h t o Freud and t o Schwartz's ideas about t h e form/ 
c o n t e n t n a t u r e o f ex p e r i e n c e . I t i s easy t o f o l l o w t h e 
argument t h a t i f t h e work o f a r t i s an o b j e c t , then i t 
i s "bounded" and separate from t h e f l u x of l i f e . I t 
i s n o t so easy t o a p p r e c i a t e why Schwartz l i n k s making 
an e x p e r i e n c e conscious w i t h i t s being mastered. I t 
should f i r s t be noted t h a t Schwartz d i f f e r s from Wimsatt 
and B e a r d s l e y on t h e i s s u e o f c o n t r o l . T h e i r c o n t e n t i o n 
i s t h a t t h e poem " i s detached from t h e a u t h o r a t b i r t h 
and goes about t h e w o r l d beyond h i s power t o i n t e n d about 
i t o r c o n t r o l i t " . The i m p l i c a t i o n behind Schwartz's 
t h e o r y i s t h a t , once t h e poet has produced h i s work, 
t h e r e i s no f u r t h e r need " t o i n t e n d about i t or c o n t r o l 
I t " . I t i s a l r e a d y h e l d t o g e t h e r by h i s i n t e n t i o n and 
c o n t r o l . The work o f a r t cannot escape t h i s bond as 
i t i s p a r t o f i t s b e i n g . The w r i t e r does n o t have t o 
w o r r y about t h e reader m i s i n t e r p r e t i n g h i s work, about 
i t meaning d i f f e r e n t t h i n g s t o d i f f e r e n t people, because 
t h e r e a d e r ' s " s e n s a t i o n s are s e n s a t i o n s which have a l r e a d y 
been s c r u t i n i z e d and o r g a n i z e d " by t h e a u t h o r . I n t h a t 
sense t h e work o f a r t can never be f r e e o f i t s a u t h o r . 
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even though i t i s a separate o b j e c t . An a p t comparison 
i n t h i s c o n t e x t would perhaps be t o t h e i n d i v i d u a l who, 
though s e p a r a t e from h i s p a r e n t s , n e v e r t h e l e s s cannot 
escape t h e e x t e n t t o which h i s being has been determined 
by them, any more th a n he can escape from h i m s e l f . I t 
i s t h i s p o s s i b l e e x t e n s i o n o f t h e metaphor t h a t Wimsatt 
and B e a r d s l e y f a i l t o t ake i n t o account when they w r i t e 
about t h e " b i r t h " o f t h e poem. 
However, even i f one does accept t h e comparison, 
i t i s s t i l l d i f f i c u l t t o see why t h e reader should have 
h i s responses f i x e d by t h e poet. VJhy should the 
consciousness r e p r e s e n t e d by the poem become the 
consciousness o f t h e reader? Though t h e c h i l d ' s n a t u r e 
may be governed by t h e n a t u r e of i t s p a r e n t s , the same 
would n o t be t r u e o f t h e r e a c t i o n o f anyone meeting t h a t 
c h i l d . F u rthermore, i f a r t i s e x p e r i e n c e "made 
consciousness", i t i s n o t c l e a r what, i f any, d i s t i n c t i o n 
i s b e i n g made between t h e t r a n s i t i o n o f the i n d i v i d u a l ' s 
e x p e r i e n c e from t h e unconscious t o consciousness and 
t h e t r a n s i t i o n from consciousness t o t h e poem on the 
page. 
Some o f t h e d i f f i c u l t i e s are r e s o l v e d i f one accepts 
th e premises of Schwartz's t h e o r y . A c c o r d i n g t o these, 
t h e r e i s no r e a l d i f f e r e n c e between the two types of. 
t r a n s i t i o n . V\7hen t h e a r t i s t c r e a t e s , he i s making 
something c o n s c i o u s . He i s n o t making something conscious 
and t h e n c r e a t i n g . As f a r as t h e work of a r t i t s e l f i s 
d i r e c t l y concerned, a l l t h a t i s s i g n i f i c a m : i s t h e unique 
exper i e n c e expressed i n i t s compound o f form and c o n t e n t . 
Other experiences are t r a n s i t o r y and e l u s i v e , whereas 
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t h e poem i s e t e r n a l , s t a t i c and capable o f being 
" r e p e a t e d l y e x p e r i e n c e d " . Consciousness i s l i n k e d t o 
t h e m a s t e r i n g o f ex p e r i e n c e i n t h e work of a r t because 
consciousness i s mastery. Making something conscious 
i n v o l v e s g i v i n g f orm t o t h e p r e v i o u s l y f o r m l e s s and 
u n c o n t r o l l e d . The i n c h o a t e i s g i v e n shape. I t may 
disappear a g a i n f r o m consciousness, i n which case i t 
w i l l escape t h a t p e r i o d o f c o n t r o l , o r i t may be f i x e d 
permanently i n a work of a r t . Hence Schwartz's comment 
t h a t " t h e way t o s o l v e one's e m o t i o n a l problems i s t o 
s i t a t t h e t y p e w r i t e r and s o l v e them" s i n c e "here t h e y 




D i f f e r e n t Forms f o r a D i f f e r e n t Consciousness 
I n one o f t h e e l e g i e s r o Schwartz i n The Dream Songs 
John Berryman w r i t e s t h a t " I ' d b l e e d t o say h i s l o v e l y 
work improved / b ut i t i s n o t so" ( 1 ) . I n a l e t t e r w r i t t e n 
f i v e days a f t e r Schwartz's death Robert L o w e l l observes 
t h a t " I t h i n k t h e l a t e r poems have more f l o w and j o y 
th a n s u i t e d h i s genius" ( 2 ) . Reviewing h i s l i t e r a r y 
f o r t u n e s i n h i s j o u r n a l s i n 1953, Schwartz h i m s e l f 
suggests "one v e r s i o n : v e r y p r o m i s i n g i n h i s f i r s t 
b o o k - - l o s t h i s l y r i c a l q u a l i t y a f t e r t h a t " ( 3 ) . 
These t h r e e v e r d i c t s encapsulate what, has become 
th e s t a n d a r d view o f Schwartz's d e c l i n e as a poet. 
Berryman's o p i n i o n i s f r e q u e n t l y quoted because of i t s 
f o r c e f u l n e s s and apparent a u t h o r i t y . I t i s mentioned, 
f o r i n s t a n c e , i n Robert P h i l l i p s ' s i n t r o d u c t i o n t o Last 
& L o s t Poems ( 4 ) , Douglas Dunn's i n t r o d u c t i o n t o What 
I s To Be Given ( 5 ) , t h e biog r a p h y by James A t l a s ( 6 ) , 
Ri c h a r d Gray's American P o e t r y o f t h e T w e n t i e t h Century 
(7) and An I n t r o d u c t i o n t o F i f t y American Poets by Peter 
Jones ( 8 ) . Yet t h e r e i s a c o n s i d e r a b l e d i s c r e p a n c y 
between t h e o r i g i n a l r e c e p t i o n o f Schwartz's f i n a l volume 
of p o e t r y and i t s e v e n t u a l low c r i t i c a l s t a t u r e . Summer 
Knowledge: New and S e l e c t e d Poems: 1938-1958 won him 
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th e B o l l i n g e n P r i z e i n P o e t r y i n 1959, making him the 
youngest r e c i p i e n t i n t h e h i s t o r y o f the award. P h i l l i p s 
notes t h a t i n t h e same year L o w e l l had been "a l i k e l y 
c ontender" w i t h L i f e S t u d i e s ( 9 ) . 
P a r t o f t h e reason f o r t h e p r a i s e i n i t i a l l y accorded 
t o Summer Knowledge i s undoubtedly i t s i n c l u s i o n o f a l l 
th e poems from I n Dreams Begin R e s p o n s i b i l i t i e s . I t i s 
on them t h a t Schwartz' s r e p u t a t i o n as a poet i s most 
f i r m l y based- They are p a r t o f t h e " l o v e l y work" p r e f e r r e d 
by Berryman. The r e v e r s a l o f o p i n i o n about Summer 
Knowledge i s p r i m a r i l y due t o t h e p e r c e p t i o n o f the new 
poems. Echoing h i s c r i t i c i s m t h a t i n t h e 1940s Schwartz's 
"prose grew i m p o s s i b l y d i f f u s e " ( 1 0 ) , A t l a s m a i n t a i n s 
t h a t , when s e l e c t i n g new p o e t r y f o r the c o l l e c t i o n , 
Schwartz "chose t o devote over a hundred pages t o 
haphazard, euphonious, v i r t u a l l y incomprehensible 
e f f u s i o n s " ( 1 1 ) . (There are i n f a c t o n l y seventy-seven 
pages o f new p o e t r y i n Summer Knowledge, c o n s t i t u t i n g 
f o r t y - t h r e e poems e i t h e r c o l l e c t e d o r p u b l i s h e d f o r the 
f i r s t t i m e , as w e l l as t h r e e e x t r a c t s from a long poem 
l a t e r p u b l i s h e d posthumously i n L a s t & Lost Poems as 
"The S t u d i e s o f N a r c i s s u s " . ) A t l a s goes on t o complain 
t h a t " too many o f them are empty symphonies of sound; 
w h i l e n o t w i t h o u t a p e c u l i a r beauty, they verge on being 
d e v o i d o f any sense whatever" ( 1 2 ) . He a l s o r e f e r s t o 
"the p r o l i x , r e p e t i t i v e l y r i c i s m o f some o f the l a t e r 
work" ( 1 3 ) . His assurance t h a t Schwartz "possessed a 
n a t u r a l genius f o r p o e t r y , a f l u e n c y t h a t redeemed even 
h i s w o r s t poems from bathos", sounds somewhat l e s s than 
w h o l e h e a r t e d when co n s i d e r e d a l o n g s i d e such 
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c r i t i c i s m ( 1 4 ) . 
Douglas Dunn m a i n t a i n s t h a t "the l a t e r v7ork i s not 
a l l as bad as Berryman took i t t o be" ( 1 5 ) . Even so, 
t h e s e l e c t i o n o f p o e t r y t h a t he i n t r o d u c e s i n c l u d e s o n l y 
f i v e o f t h e new poems from Summer Knowledge, r e s e r v i n g 
t h e m a j o r i t y o f i t s f o r t y - s i x poems f o r another r e p r i n t 
o f a l l t h e poems from I n Dreams Begin R e s p o n s i b i l i t i e s . 
He h o l d s up "Seurat's Sunday A f t e r n o o n along t h e Seine" 
as "the p r i m a r y e x c e p t i o n " t o Berryman's c r i t i c i s m ( 1 6 ) . 
He m a i n t a i n s t h a t t h i s one work i s "a summation o f 
v i r t u a l l y e v e r y t h i n g Schwartz had been endeavouring t o 
express from t h e v e r y b e g i n n i n g " ( 1 7 ) , c r e a t i n g "an image 
of grace, r a d i a n c e , and a c o n s e c r a t i o n o f the o r d i n a r y " 
( 1 8 ) . Yet a t t h e same t i m e he s t a t e s t h a t " t h e r e i s 
n o t h i n g i n t h e poem f o r t h e connoisseur o f verse" ( 1 9 ) : 
i t i s a p i t y t h a t a poem of such 
remarkable substance should be r i d d l e d w i t h 
clumsinesses i t s a u t h o r would never have a l l o w e d 
o n l y a few years b e f o r e . I n h i s i n f a t u a t i o n 
w i t h what he seems t o have r e c o g n i s e d a l l of 
a sudden, and t o o l a t e f o r h i s a r t i s t r y t o 
have expressed w i t h t h e f o r m a l p e r f e c t i o n o f 
which he had once been capable, he was l e f t 
w i t h a r e l i a n c e upon dementia t h a t i n t u r n 
p r o v i d e d him. v / i t h r a p i d i t y and c o n f i d e n c e , 
an overwhelming concern w i t h theme, and o n l y 
a r e s i d u a l c r a f t s m a n s h i p . (20) 
Such c r i t i c i s m undermines Dunn's d e s i r e t o a s s e r t t h e 
w o r t h o f t h e poem. 
His r e a s o n i n g does, however, suggest a p a r t i a l 
e x p l a n a t i o n as t o why t h e l a t e r p o e t r y i s h e l d i n low 
r e g a r d . The myth t h a t has grown up around t h e f i g u r e 
o f Schwartz i s a sometimes i m p e n e t r a b l e b a r r i e r t o an 
o b j e c t i v e assessment of h i s work. Robert P h i l l i p s 
c o r r e c t l y remarks t h a t t h e b a s i s o f Berryman's c r i t i c i s m 
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i s wrong: 
His p o e t r y d i d n o t , i n f a c t , "improve." I t 
became d i f f e r e n t . Few r e a d e r s have been w i l l i n g 
t o examine these d i f f e r e n c e s , t o f i n d m e r i t 
i n t h e l a t e r work. (21) 
He blames t h i s u n w i l l i n g n e s s on "the p o p u l a r p o r t r a i t " 
t h a t Schwartz "was b r i g h t , t h e n burned o u t l i k e a candle", 
as " p e r p e t r a t e d " by b o t h Saul Bellow's Humboldt's G i f t 
and t h e b i o g r a p h y by James A t l a s ( 2 2 ) . I t i s s u r p r i s i n g 
how many r e f e r e n c e books and h i s t o r i e s o f American 
l i t e r a t u r e , i f t h e y mention him a t a l l , seem t o b e l i e v e 
t h a t one o f t h e most n o t a b l e t h i n g s about Schwartz i s 
t h a t h i s body l a y unclaimed i n t h e morgue f o r two days 
a f t e r he had d i e d i n a h o t e l . 
Humboldt's G i f t i s a roman a c l e f i n which Humboldt, 
th e Schwartz f i g u r e , i s p r e s e n t e d as an American t y p e : 
Humboldt d i d what poets i n crass 
America are supposed t o do. He chased r u i n 
and death even ha r d e r t h a n he had chased women. 
He blew h i s t a l e n t and h i s h e a l t h and reached 
home, t h e grave, i n a d u s t y s l i d e . 
So d i d Edgar A l l a n Poe, p i c k e d out of t h e 
B a l t i m o r e g u t t e r . And H a r t Crane over t h e s i d e 
o f a s h i p . And J a r r e l l f a l l i n g i n f r o n t o f 
a c a r . And poor John Berryman jumping from 
a b r i d g e . . . . The c o u n t r y i s proud of 
i t s dead p o e t s . (23) 
T h i s concern w i t h "dead p o e t s " was shared by Schwartz's 
o t h e r l i t e r a r y f r i e n d s . Berryman begins "Dream Song 
153" w i t h these l i n e s : 
I'm c r o s s w i t h god who has wrecked t h i s g e n e r a t i o n . 
F i r s t he s e i z e d Ted, t h e n R i c h a r d , R a n d a l l , and 
now Delmore. 
I n between he gorged on S y l v i a P l a t h . (24) 
Robert L o w e l l addresses t h e same i s s u e i n a l e t t e r t o 
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Theodore Roethke, who was dead h i m s e l f l e s s than a month 
l a t e r : 
There's a s t r a n g e f a c t about t h e poets of 
r o u g h l y our age, and one t h a t doesn't e x a c t l y 
seem t o have always been t r u e . I t ' s t h i s , t h a t 
t o w r i t e we seem t o have t o go a t i t w i t h such 
s i n g l e - m i n d e d i n t e n s i t y t h a t we are always 
on t h e p o i n t o f drowning. . . . I f e e l 
i t ' s something almost u n a v o i d a b l e , some f l a w 
i n t h e motor. There must be a k i n d o f g l o r y 
t o i t a l l t h a t people coming l a t e r w i l l v/onder 
a t . (25) 
I a n H a m i l t o n comments t h a t a t t h e ti m e o f Schwartz's 
death " t h e n o t i o n o f t h e r e b e i n g a s o r t o f g e n e r i c curse 
on t h e poets o f h i s g e n e r a t i o n was r e c u r r i n g time and 
ag a i n i n L o w e l l ' s l e t t e r s " ( 2 6 ) . I n one of these L o w e l l 
r e f e r s t o a c l a i m by Berryman t h a t t h e r e i s "something 
e v i l s t a l k i n g us p o e t s " , adding t h e o b s e r v a t i o n t h a t 
" t h a t ' s a bad way t o t a l k , b u t t h e r e ' s t r u t h i n i t " {21). 
H a m i l t o n contends t h a t " L o w e l l . . . had f o r some 
tim e been nervous o f the idea of Delmore Schwartz, of 
h i s d e c l i n e f r o m e a r l y promise, o f the ways i n which 
he had wasted h i s r e a l t a l e n t " ( 2 8 ) . Schwartz has notes 
f o r h i s own " L i s t o f Dead" i n h i s j o u r n a l s . Those 
mentioned i n c l u d e F. 0. M a t t h i e s s e n , "death by s u i c i d e " , 
Dylan Thomas, " b r a i n i n s u l t e d " , and John Wheelwright, 
h i t by a car w h i l e "drunken a f t e r m i d n i g h t " ( 2 9 ) . 
Poets i n T h e i r Youth, E i l e e n Simpson's memoir of 
Berryman, Blackmur, J a r r e l l , L o w e l l , Schwartz and 
S t a f f o r d , uses f o r i t s t i t l e an a d a p t a t i o n o f l i n e s from 
Wordsworth's " R e s o l u t i o n and Independence": 
We Poets i n our y o u t h begin i n gladness; 
But t h e r e o f come i n t h e end despondency 
and madness. (30) 
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Schwartz a l s o b e l i e v e d i n t h e aptness o f Wordsworth's 
poem. He uses i t s l i n e about "mighty Poets i n t h e i r 
m i s e r y dead" i n two of h i s essays, "The L i t e r a r y 
D i c t a t o r s h i p o f T. S. E l i o t " and "He Too Has L i v e d i n 
A r c a d i a . . ." ( 3 1 ) . I n t h e l a t t e r he w r i t e s t h a t 
"the l i t e r a r y l i f e from t h e t i m e o f I r v i n g u n t i l t h e 
time o f Brooks seems f u l l o f . . . mighty poets i n 
t h e i r m i s e r y dead" ( 3 2 ) . Furthermore, a s i g n i f i c a n t 
a l t e r a t i o n o f t h e poem i s a t t r i b u t e d t o him by L o w e l l 
i n "To Delmore Schwartz": 
You s a i d : 
"We poets i n our youth begin i n sadness; 
thereof i n the end comes despondency and madness; 
. . ." (33) 
This t r e a t m e n t o f " R e s o l u t i o n and Independence" by 
Simpson, Schwartz and L o w e l l r e i n f o r c e s t h e myth about 
doomed p o e t s . 
However, i n a l e t t e r t o L o w e l l Schwartz m a i n t a i n s 
t h a t "To Delmore Schwartz" misquotes him and t h a t he 
had a c t u a l l y proposed a d i f f e r e n t a l t e r a t i o n : 
We poets i n our yo u t h b e g i n i n sadness 
But t h e r e o f come, f o r some, e x a l t a t i o n , 
ascendency and gladness. (34) 
L o w e l l ' s amendment o f Schwartz's amendment shows how 
r e a l i t y can be a l t e r e d i n f a v o u r o f t h e myth. The 
v a r i a t i o n t h a t Schwartz c l a i m s as h i s own serves as a 
b e t t e r c h a r a c t e r i z a t i o n o f t h e change undergone by h i s 
p o e t r y than L o w e l l ' s . However, i t s g r e a t e r optimism does 
not f i t "the p o p u l a r p o r t r a i t " . 
U n f o r t u n a t e l y though, even Schwartz's optimism i s 
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open t o q u e s t i o n . The myth s u r r o u n d i n g h i s l i f e i s 
p e c u l i a r l y r e s i l i e n t . I t i s p o s s i b l e t o argue t h a t 
" e x a l t a t i o n , ascendency and gladness" are merely the 
f l i p - s i d e o f "despondency" i n t h e manic-depressive i l l n e s s 
f r o m which he s u f f e r e d : i n h i s j o u r n a l s Schwartz 
d e s c r i b e s h i m s e l f as "overcome . . . by madness of 
e x a l t a t i o n & madness o f despondency" ( 3 5 ) . Dunn draws 
a t t e n t i o n t o t h e f o l l o w i n g passage i n Humboldt's G i f t : 
i f Energy i s D e l i g h t and i f Exuberance 
i s Beauty, t h e Manic Depressive knows more 
about D e l i g h t and Beauty than anyone e l s e . 
Who e l s e has so much Energy and Exuberance? 
(36) 
Dunn argues t h a t i n "Seurat's Sunday A f t e r n o o n along 
t h e Seine" "the D e l i g h t and Exuberance Humboldt spoke 
of . . . a r e g i v e n t h e i r heads" ( 3 7 ) . 
Dunn agrees w i t h W i l l i a m B a r r e t t , "who condemns 
th e legend o f Schwartz as New York's poete maudit, as 
th e poet k i l l e d by s o c i e t y , r u i n e d by h u m i l i a t e d a m b i t i o n " 
( 3 8 ) . Yet he a l s o m a i n t a i n s t h a t "Humboldt's G i f t p r o b a b l y 
g i v e s a b e t t e r p r e s e n t a t i o n o f Schwartz (Humboldt) than 
any o t h e r t e x t " ( 3 9 ) . The dangers l a t e n t i n such a 
p o s i t i o n become apparent when he r e f e r s t o "the poems 
of Schwartz's l a t e , manic p e r i o d " ( 4 0 ) , as w e l l as when 
he d e c l a r e s o f "Seurat's Sunday A f t e r n o o n along t he Seine" 
t h a t " i t s f l a w s , i t s hapless c o n c e n t r a t i o n on radiances 
and l u m i n o s i t i e s , a re p a r t o f i t s own t r a g e d y and the 
t r a g e d y o f Delmore Schwartz" ( 4 1 ) . 
I t i s u n d e n i a b l e t h a t unhappiness dogged t h e l i v e s 
o f Schwartz and many o f h i s f e l l o w w r i t e r s . The h i s t o r y 
o f l e t t e r s does indeed abound w i t h cases of "mighty Poets 
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i n t h e i r m i s e r y dead". However, a l t h o u g h t h e q u e s t i o n 
of t h e r e l a t i o n s h i p between t h e i r f a t e s and t h e i r 
v o c a t i o n s d e f i e s easy answers, t h e i m p o r t a n t p o i n t when 
i t comes t o examining Schwartz's work i t s e l f i s t h a t 
t o o g r e a t an emphasis on h i s s t a t e o f mind encourages 
e r r o r s o f c r i t i c a l judgement. Two examples are r e v e a l i n g . 
A t l a s begins t h e f i n a l paragraph o f t h e biography w i t h 
these words: 
" I n t o t h e D e s t r u c t i v e Element . . . t h a t 
i s t h e way," Delmore scrawled on a bank-deposit 
envelope found i n h i s l a s t h o t e l room. I t was 
h i s c o n v i c t i o n t h a t t h e s e l f - i m m o l a t i n g powers 
of t h e i m a g i n a t i o n would l e a d him t o some p u r e r 
realm; and i t i s a measure o f t h e l e t h a l 
c h a r a c t e r o f t h a t myth t h a t he d i e d alone i n 
a midtown Manhattan h o t e l . (42) 
E l i z a b e t h P o l l e t ends P o r t r a i t o f Delmore by q u o t i n g 
these l i n e s "from a f i n a l notebook found i n t h e h o t e l 
room where Delmore d i e d " : 
The poisonous w o r l d f l o w s i n t o my mouth 
L i k e w a ter i n t o a drowning man's. (43) 
Both endings i m p l y t h a t t h e words th e y quote are o r i g i n a l 
t o Schwartz and mark t h e l a s t , p o i g n a n t , y e t s t i l l 
e l o q u e n t e f f o r t s o f t h e poet. T h e i r poignancy i s 
un d e n i a b l e , b u t , i n f a c t , Schwartz i s h i m s e l f o n l y q u o t i n g 
o t h e r s . The l i n e s come from, r e s p e c t i v e l y . Lord Jim 
and t h e d i a r i e s of Franz Kafka ( 4 4 ) . 
J u s t as i t i s unwise t o blame Schwartz's death on 
"the s e l f - i m m o l a t i n g powers of t h e i m a g i n a t i o n " , so t o o 
i s i t dangerous t o r e l a t e t h e obvious f o r m a l changes 
and p e r c e i v e d drop i n q u a l i t y i n Schwartz's l a t e r p o e t r y 
t o h i s l o s s o f mental c o n t r o l . There are b e t t e r 
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e x p l a n a t i o n s f o r works l i k e "Seurat's Sunday A f t e r n o o n 
a l o n g t h e Seine" t h a n "a r e l i a n c e upon dementia". When 
Dunn contends t h a t t h a t poem s u f f e r s because Schwartz 
was no l o n g e r a b l e t o b r i n g t o bear "the f o r m a l p e r f e c t i o n 
o f which he had once been capable", he does n o t take 
enough account o f t h e t r u t h o f P h i l l i p s ' s o b s e r v a t i o n 
t h a t Schwartz's p o e t r y "became d i f f e r e n t " . I t i s 
m i s l e a d i n g t o l o o k f o r t h e o l d " f o r m a l p e r f e c t i o n " m 
work where t h e forms are no l o n g e r t h e same. Nev/ c r i t e r i a 
need t o be a p p l i e d . 
Some o f t h e f a c t o r s t h a t make Schv/artz's l a t e verse 
d i f f e r e n t a re d e s c r i b e d by P h i l l i p s : 
i t o f t e n a c c u r a t e l y r e - c r e a t e s a 
sensuous e x p e r i e n c e and does so i n language 
t h a t i s m u s i c a l , f r e e - a s s o c i a t i v e , and h i g h l y 
communicative . . . (45) 
He r e f e r s t o Schwartz's " l a t e r s t y l e of spontaneous 
e f f u s i o n " ( 4 6 ) . A p o s s i b l e p o e t i c i n f l u e n c e i s suggested: 
W i t h t h e i r a ccumulations o f d e t a i l s and 
s y n t a c t i c a l r e p e t i t i o n s , Schwartz's l a t e poems 
seem t o be modeled a f t e r Whitman r a t h e r than 
h i s e a r l y master, Yeats. . . . Schwartz's 
poems f r o m t h e f i f t i e s and e a r l y s i x t i e s are 
w r i t t e n m l o n g e r l i n e s , w i t h more r e l a x e d 
s y n t a x and more apparent good humor. They mark 
an enormous s t y l i s t i c change of d i r e c t i o n 
. . (47) 
McDougall a l s o r e c o g n i z e s t h a t "some of the poems are 
r e m i n i s c e n t o f Walt Whitman", and he g i v e s "Seurat's 
Sunday A f t e r n o o n a l o n g t h e Seine" as an example of a 
poem t h a t "suggests Whitman's use of accumulated p i c t o r i a l 
d e t a i l and h i s s y n t a c t i c a l r e p e t i t i o n s " ( 4 8 ) . 
Other c h a r a c t e r i s t i c s o f t h e l a t e r work are 
i d e n t i f i e d by McDougall: 
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Most of t h e new poems a l s o t r y t o i m p a r t a 
v i s i o n o f a k i n d o f knowledge . . . which 
i s i n t u i t i v e r a t h e r t h a n a n a l y t i c a l and which 
i s , above a l l , e x e m p l i f i e d by t h e works o f 
a r t i s t s , p o e t s , and m u s i c i a n s , whom Schwartz 
now c e l e b r a t e s n o t as " c u l t u r e heroes" e n d u r i n g 
t h e martyrdom o f i s o l a t i o n , b u t r a t h e r as 
c e l e b r a n t s and seers endowed w i t h a t r a n s c e n d e n t 
and l i f e - t r a n s f o r m i n g v i s i o n . These poems 
r e p r e s e n t a h e r o i c , i f o n l y p a r t l y s u c c e s s f u l , 
e f f o r t t o break away from t h e poet's pas t 
p r e o c c u p a t i o n s — f r o m an obsession w i t h e x i l e 
and t h e i r o n i e s o f i n t r o s p e c t i v e and 
r e t r o s p e c t i v e knowledge. (49) 
He a l s o notes t h e i m p o r t a n t s h i f t o f scene as "the poet 
leaves t h e c i t y and t u r n s t o t h e n a t u r a l w o r l d f o r h i s 
images" ( 5 0 ) . Schwartz l o s e s t h e emphasis on an urban 
environment i n h i s l a t e poems j u s t as he does i n h i s 
l a t e s t o r i e s . 
A d i s c u s s i o n o f t h e new p o e t r y i n Summer Knowledge 
w i l l i l l u s t r a t e t h e t r u t h i n much o f what P h i l l i p s and 
McDougall w r i t e , as w e l l as showing what o t h e r f a c t o r s 
are i m p o r t a n t . "May's T r u t h and May's Falsehood", "The 
F i r s t Morning o f t h e Second World" and t h e t i t l e poem 
are a l l o f i n t e r e s t . However, "Seurat's Sunday A f t e r n o o n 
a l o n g t h e Seine" deserves d e t a i l e d a t t e n t i o n s i n c e of 
th e l a t e r poems i t i s t h e one most f r e q u e n t l y c i t e d as 
a success, even by Schwartz's d e t r a c t o r s , and sin c e i t 
c l e a r l y e x e m p l i f i e s t h e Whitmanesque l o o s e n i n g of form 
remarked on by P h i l l i p s and McDougall. Moreover, i t i s 
a l s o a good example of how, d e s p i t e t h e enormous changes 
i n t h e l a t e r p o e t r y , Schwartz c o n t i n u e s t o r e f l e c t back 
on e a r l i e r work. "Seurat's Sunday A f t e r n o o n along t h e 
Seine" has r o o t s t h a t can be t r a c e d back t o such e a r l y 
poems as "Far Rockaway", Parlez-Vous Frang:ais?" and 
"Calmly We Walk t h r o u g h T h i s A p r i l ' s Day", as w e l l as 
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t o " I n Dreams Begin R e s p o n s i b i l i t i e s " and "The World 
i s a Wedding". I t i s a l s o t h e most h i g h l y developed 
i n s t a n c e o f Schwartz's use o f r e p e t i t i o n as a s t r u c t u r a l 
d e v i c e . 
I I 
" Seurat's Sunday A f t e r n o o n a l o n g t h e Seine" takes 
i t s p r i m a r y i n s p i r a t i o n f rom Georges Seurat's 
N e o - I m p r e s s i o n i s t masterpiece Un Dimanche d'ete a L ' l l e 
de l a Grande J a t t e . I t i s a m e d i t a t i o n on t h e p a i n t i n g 
and mixes d e s c r i p t i o n , i n t e r p r e t a t i o n and c e l e b r a t i o n . 
N e v e r t h e l e s s , i t a l s o i n v o l v e s a r e s t a t e m e n t and 
development o f ideas from Schwartz's e a r l i e r work, 
p a r t i c u l a r l y themes c e n t r a l t o "The VJorld i s a Wedding" 
and "Far Rockav/ay". 
There a r e a number o f c l e a r s i m i l a r i t i e s between 
th e Seurat poem and t h e s t o r y . "The World i s a VJedding" 
a l s o f i n d s i n s p i r a t i o n m a p a i n t i n g which d e p i c t s a 
s o c i e t y a t l e i s u r e , P i e t e r Breughel's The Peasant Wedding. 
I n b o t h s t o r y and poem t h e c a r e f u l study of these 
p a i n t i n g s p r o v i d e s a deeper u n d e r s t a n d i n g o f l i f e . I n 
"The IVorld i s a Wedding" Jacob d e c l a r e s t h a t " i f you 
l o o k a t i t l o n g enough, you w i l l see a l l t h e p a r t s t h a t 
anyone and everyone can have" ( 5 1 ) . The Seurat poem 
e l e v a t e s t h e a c t of l o o k i n g i n t o an almost numinous 
e x p e r i e n c e : 
I f you l o o k l o n g enough a t a n y t h i n g 
I t w i l l become e x t r e m e l y i n t e r e s t i n g ; 
I f you l o o k v e r y l o n g a t a n y t h i n g 
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I t w i l l become r i c h , m a n i f o l d , f a s c i n a t i n g : 
I f you can l o o k a t any t h i n g f o r l o n g enough. 
You w i l l r e j o i c e i n t h e m i r a c l e o f l o v e 
. . . (52) 
A g a i n , one remembers Schwartz's remark i n "The I s o l a t i o n 
of Modern P o e t r y " t h a t " the poet must see" ( 5 3 ) . One 
a l s o remembers these l i n e s i n Genesis; 
I f one can l o o k a t a n y t h i n g f o r l o n g . 
I f one can l o o k a t any t h i n g f o r l o n g . 
Not pause, nor b l i n k nor l e t a t t e n t i o n d r i f t 
And s h i f t , 
what wonders, s l e e p l e s s boyl (54) 
Both "The World i s a Wedding" and "Seurat's Sunday 
A f t e r n o o n a l o n g t h e Seine" l i s t d e s c r i p t i o n s of i n d i v i d u a l 
f i g u r e s i n t h e p a i n t i n g s . The l i s t i n t h e s t o r y i s 
s t r i k i n g l y l y r i c a l . I n t h e f o l l o w i n g passage, which 
i t s h o u l d be remembered i s pre s e n t e d as speech, the 
i n v e r s i o n s i n syntax and t h e sensuous language mark a 
d i s t i n c t s h i f t from t h e sparse prose t h a t i s 
c h a r a c t e r i s t i c o f most of t h e s t o r y : 
a handsome young man pours from a 
j u g which has t h e comely form of a woman's 
body t h e wine which w i l l b r i n g a l l of them 
e x a l t a t i o n l i k e l i g h t . His bending body i s 
curved i n a grace l i k e harps or v i o l i n s . (55) 
One l i n e i n t h e poem p r o v i d e s a c l e a r echo of t h i s 
passage: "A young man blows h i s f l u t e , curved by 
p l e a s u r e ' s m u s i c a l a c t i v i t y " ( 5 6 ) . 
I n "The World i s a Wedding" Jacob uses The Peasant 
Wedding t o argue t h e case f o r t h e a l l - e m b r a c i n g n a t u r e 
of l i f e : 
I t i s a wedding, t h e most i m p o r t a n t k i n d of 
p a r t y , f u l l o f j o y , f e a r , hope, and i g n o r a n c e . 
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And a t t h i s p a r t y t h e r e are enough places and 
p a r t s f o r everyone, and i f no one can p l a y 
every p a r t , y e t everyone can come t o t h e p a r t y 
. . . (57) 
L i k e w i s e , "Seurat's Sunday A f t e r n o o n along t he Seine" 
s t r e s s e s t h e i n c l u s i v e n a t u r e o f the s o c i a l group 
p o r t r a y e d i n La Grand J a t t e : 
The Sunday summer sun shines e q u a l l y and v o l u p t u o u s l y 
Upon t h e r i c h and t h e f r e e , t h e c o m f o r t a b l e , t he 
r e n t i e r , t h e poor, and those who are p a r a l y z e d 
by p o v e r t y . (58) 
However, j u s t as t h e s t o r y ends w i t h Laura's c o n t e n t i o n 
t h a t " t he w o r l d i s a f u n e r a l " ( 5 9 ) , r e p u d i a t i n g t he 
opt i m i s m expressed i n t h e p r e c e d i n g d e s c r i p t i o n o f the 
p a i n t i n g , t h e poem c e l e b r a t e s "the ma r v e l l o u s b l i n d i n g 
r a d i a n c e o f l o v e " ( 6 0 ) , y e t r e t r e a t s i n t o "despair's 
s i c k n e s s " ( 6 1 ) . The poem i s an a f f i r m a t i o n of 
i n c l u s i v e n e s s which ends by e x p r e s s i n g t h e sense of 
e x c l u s i o n e x p e r i e n c e d by Kafka, F l a u b e r t and even, 
perhaps, t h e poet h i m s e l f . 
"Seurat's Sunday A f t e r n o o n along the Seine" r e t u r n s 
t o a s i t u a t i o n a l r e a d y c a p t u r e d i n "Far Rockaway": 
s o c i e t y a t l e i s u r e a t t h e weekend when "The r i g o r o f 
t h e weekday i s c a s t a s i d e w i t h shoes, / With business 
s u i t s and t h e t r a f f i c ' s m o t i o n " ( 6 2 ) . New York's 
Rockaway, l i k e P a n s ' s L ' l l e de l a Grande J a t t e , i s an 
area w i t h i n a c i t y which n e v e r t h e l e s s o f f e r s t h e 
p o s s i b i l i t y o f a temporary escape from urban l i f e . 
Moreover, t h e r e i s t h e same de m o c r a t i c , i n c l u s i v e impulse 
i n "Far Rockaway" t h a t t h e r e i s i n "The VJorld i s a 
Wedding" and t h e Seurat poem: "A s o c i a l i s t h e a l t h takes 
h o l d o f t h e a d u l t , / He i s s t r i p p e d o f h i s c l a s s i n t h e 
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b a t h i n g - s u i t " ( 6 3 ) . 
Moreover, j u s t as t h e l a t e r poem ends by i m a g i n i n g 
t h e i s o l a t e d Kafka c r y i n g "They a l l s t r e t c h out t h e i r 
hands t o me: but they are t o o f a r away!" ( 6 4 ) , so "Far 
Rockaway" concludes by s w i t c h i n g a t t e n t i o n from t h e 
i n t e g r a t e d s o c i e t y on t h e beach t o "The n o v e l i s t 
t a n g e n t i a l on t h e boardwalk overhead" ( 6 5 ) . He i s n o t 
a b l e t o t a k e p l e a s u r e i n what he sees, nor t o p a r t i c i p a t e 
i n t h e summer r e l a x a t i o n . A l l he can do i s q u e s t i o n : 
"Here," he says, "With whom?" he asks, "This?" 
he q u e s t i o n s , 
"What tediu m , what bl a z e ? " 
His q u e s t i o n s are u s e l e s s , and t h e y c e r t a i n l y go 
unanswered. The s y n t a c t i c a l breakdown of t h e above l i n e s 
and t h e vague, a b r u p t and i n a r t i c u l a t e n a t u r e of t h e 
q u e s t i o n s are a l l c r i t i c i s m s of t h e n o v e l i s t ' s p o s i t i o n . 
T h i s i s e s p e c i a l l y c l e a r because t h e y f o l l o w the r a p t u r o u s 
a l l i t e r a t i v e r u s h of l i n e s e x p r e s s i n g t h e j o y t h a t o t h e r s 
can e x p e r i e n c e : "The r a d i a n t soda of the seashore 
f a s h i o n s / Fun, foam, and freedom"; and "0 g l i t t e r i n g 
and r o c k i n g and b u r s t i n g and b l u e " . There i s even an 
element o f humorous ( s e l f - ) m o c k e r y mixed i n w i t h t h e 
c r i t i c i s m o f t h e t r o u b l e d n o v e l i s t . He i s t h e "nervous 
conscience amid t h e concessions". 
Yet t h e n o v e l i s t i s a l s o shown t o have a p o i n t . 
His nervousness i s not i n a p p r o p r i a t e . The mockery i s 
u n d e r c u t by t h e p a i n expressed a t t h e end of t h e poem 
when t h e "conscience" becomes "a h a u n t i n g , haunted moon". 
The i d e a o f death has a l r e a d y been i n t r o d u c e d i n t h e 
f o u r t h l i n e o f t h e poem w i t h "the s e l f - d e s t r o y i n g waves". 
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I t i s r e i n t r o d u c e d i m m e d i a t e l y b e f o r e t h e n o v e l i s t 
appears: 
Time unheard moves and t h e h e a r t o f man i s eaten 
Consummately a t l e i s u r e . 
The i m p l i c a t i o n s o f these two l i n e s are c o m p l i c a t e d . 
We have a l r e a d y been t o l d t h a t no "shadow" i s c a s t on 
p l e a s u r e . Time i s "unheard". Man i s " a t l e i s u r e " w h i l e 
he i s d y i n g . Aided by t h e enjambment and by the 
d i f f e r e n c e i n t h e l e n g t h o f l i n e i n t h e stanza form used, 
t h e e f f e c t o f t h e second l i n e i s p a r t l y t o u n d e r l i n e 
t h e p o s i t i v e aspect o f t h i s s c e n a r i o . "Consummately", 
i t s e l f s t r e s s e d by i t s p o s i t i o n a t t h e b e g i n n i n g of the 
second enjambed l i n e , suggests a l e i s u r e l y r e l i s h i n g 
o f t h e completeness and p e r f e c t i o n i n v o l v e d . Yet i t 
a l s o makes c l e a r how u t t e r l y man i s a t t h e mercy of t i m e . 
J u s t as "Consummately" i s emphasized, "eaten" i s s t r e s s e d 
by b e i n g f o l l o w e d by t h e l i n e - b r e a k . Man i s " a t l e i s u r e " , 
b u t so t o o i s "Time" as i t d e s t r o y s him. Even as man 
r e l a x e s , even w h i l e he i s unaware of i t , he i s d y i n g . 
Time has no need t o be heard and i s not i n a h u r r y . 
T h i s r e a d i n g of "Far Rockaway" i s supported by 
Schwartz's t r e a t m e n t o f t h e same ideas elsev/here i n h i s 
e a r l y work. A s i m i l a r " t a n g e n t i a l " f i g u r e , "the w r i t e r 
m e r ely", appears i n "Parlez-Vous F r a n ^ a i s ? " ( 6 6 ) . There 
he t r i e s t o warn o r d i n a r y people as t h e y r e l a x t h a t 
promises o f "the sun / B r i l l i a n t and s t r o n g on everyone" 
presage o n l y " l a f i n d ' e t e " , though he f a i l s because 
he speaks i n a language t h a t t h e y do n o t understand. 
I n t h e t h i r d s e c t i o n o f " I n Dreams Begin R e s p o n s i b i l i t i e s " 
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t h e f a t h e r and mother spend t h e i r Sunday a t Coney I s l a n d . 
L i k e t h e n o v e l i s t i n "Far Rockaway", th e y look down on 
t h e beach f r o m t h e boardwalk. However, t h e y do so 
" a b s e n t l y " , "absentmindedly" ( 6 7 ) . "The ocean seems 
merry" t o t h e mother ( 6 8 ) . I t i s t h e n a r r a t o r who r e a c t s 
l i k e t h e n o v e l i s t . He i s aware t h a t "the sun's l i g h t n i n g 
s t r i k e s and s t r i k e s " ( 6 9 ) . He f e e l s t h e "harshness" of 
t h e ocean. I n t h e poem t h e waves are merely 
" s e l f - d e s t r o y i n g " . I n t h e s t o r y t h e y are b o t h d e s t r u c t i v e 
and a p p a l l i n g . The n a r r a t o r s t a r e s " a t t h e t e r r i b l e 
sun which breaks up s i g h t , and t h e f a t a l , m e r c i l e s s , 
p a s s i o n a t e ocean". F i n a l l y , overwhelmed by "the 
t e r r i f y i n g sun and t h e t e r r i f y i n g ocean", he b u r s t s i n t o 
t e a r s and rushes from h i s s e a t ( 7 0 ) . This suggests an 
e x p l a n a t i o n of t h e n o v e l i s t ' s q u e s t i o n i n "Far Rockaway": 
"what b l a z e ? " . I t a l s o adds resonance t o these l i n e s 
i n t h e poem: "The l o l l i n g man l i e s w i t h t h e p a s s i o n a t e 
sun, / Or i s drunken i n t h e ocean". While t h e sense of 
danger suggested by t h e p a i r i n g of sun and ocean i s l e s s 
obvious t h a n i n t h e s t o r y , i t i s n e v e r t h e l e s s p r e s e n t 
as an u n d e r c u r r e n t . 
Another e a r l y work, "Calmly We Walk t h r o u g h This 
A p r i l ' s Day", a l s o uses t h e word " b l a z e " : "What i s the 
s e l f amid t h i s b l a z e ? " ; and "Avid i t s r u s h , t h a t r e e l i n g 
b l a z e 1" ( 7 1 ) . The i m p l i c a t i o n s o f t h e word are c l a r i f i e d 
by t h e r e f r a i n t h a t runs t h r o u g h , and then concludes, 
t h e poem: "Time i s t h e school i n which we l e a r n , / Time 
i s t h e f i r e m which we burn" ( 7 2 ) . The sun i s a s s o c i a t e d 
w i t h t i m e and t h e i n e x o r a b l e onward movement of n a t u r e : 
"The g r e a t globe r e e l s i n t h e s o l a r f i r e , / Spinning 
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t h e t r i v i a l and unique away" ( 7 3 ) . The same a s s o c i a t i o n 
between t i m e , f i r e and d e s t r u c t i o n can be d i s c e r n e d i n 
"the p a s s i o n a t e sun" and "Time unheard" o f "Far Rockaway", 
as w e l l as i n "the t e r r i b l e sun which breaks up s i g h t " 
of " I n Dreams Begin R e s p o n s i b i l i t i e s " . I n "Calmly We 
Walk t h r o u g h T h i s A p r i l ' s Day" t h e r e i s a l s o t h e same 
c o n t r a s t between t h e calm of apparent r e l a x a t i o n and 
t h e s i m u l t a n e o u s o p e r a t i o n o f d e s t r u c t i v e f o r c e s . The 
scene i s p o i n t e d l y s i m i l a r t o t h a t found l a t e r i n 
"Seurat's Sunday A f t e r n o o n a l o n g t h e Seine": " I n the 
park s i t pauper and r e n t i e r " ( 7 4 ) , j u s t as "the r e n t i e r , 
t h e poor" are a t L ' l l e de l a Grande J a t t e ( 7 5 ) . 
The Seurat poem does n o t j u s t r e v i s i t t h e themes 
and s i t u a t i o n s o f e a r l y poems and s t o r i e s . The same 
phra s e o l o g y and imagery reappear. Reference i s made 
t o "time's f i r e " and t o "the u n c o n t r o l l a b l e blaze of 
time and o f h i s t o r y " ( 7 6 ) . The sun i s v i t a l l y i m p o r t a n t . 
Yet now a new v i s i o n t r a n s f o r m s what had b e f o r e h e l d 
such t e r r o r f o r t h e p o e t . Seurat works w i t h l i g h t . 
The " b l a z e " o f t h e sun i s harnessed t o the "blaze" of 
t h e p a i n t e r : 
he wants t o h o l d t h e warm l e i s u r e and 
p l e a s u r e o f t h e h o l i d a y 
W i t h i n t h e f i e r y b l a z e and p a s s i o n a t e p a t i e n c e 
of h i s gaze and mind 
Now and f o r e v e r : 0 happy, happy t h r o n g . 
I t i s f o r e v e r Sunday, summer, f r e e 
(77) 
Indeed, t h e r e i s a sense i n which Seurat i s t h e same 
as l i g h t . He i s "Dedicated r a d i a n c e " ( 7 8 ) . That i s why 
he i s " h i m s e l f unseen" ( 7 9 ) . Only t h e r e s u l t s o f what 
he does can be seen, these b e i n g h i m s e l f r e f l e c t e d i n 
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what he c r e a t e s , l i g h t c a p t u r e d i n t h e p a i n t i n g , 
" v i v i d n e s s and permanence" ( 8 0 ) . He i s a t one b o t h w i t h 
t h e f o r m and w i t h t h e c o n t e n t of h i s work. The a r t i s t 
i s no l o n g e r a p u r e l y m a r g i n a l f i g u r e . He can a r r e s t 
t i m e . He can t r a n s f i g u r e t h e o r d i n a r y . 
I l l 
The p r i n c i p a l t e c h n i q u e t h a t Seurat uses i n La Grande 
J a t t e i s d i v i s i o n i s m ; though a d m i t t e d l y , a c c o r d i n g t o 
John R u s s e l l i n h i s study of t h e a r t i s t , t he p a i n t i n g 
i s " d e c i d e d l y i n c o m p l e t e i n i t s adherence" t o t h i s method, 
" d i v i s i o n i s t passages a l t e r n a t i n g w i t h passages of pure 
I m p r e s s i o n i s t brushwork" ( 8 1 ) . D i v i s i o n i s m developed 
as a r e s u l t o f s c i e n t i f i c t h e o r i e s o f p e r c e p t i o n . I n 
Seurat and t h e Science of P a i n t i n g W i l l i a m Innes Homer 
e x p l a i n s how La Grande J a t t e "embodied Seurat's l a t e s t 
d i s c o v e r i e s i n t h e realm of s c i e n t i f i c a l l y c o n t r o l l e d 
l i g h t and c o l o r " ( 8 2 ) . He s t a t e s t h a t t h e p a i n t e r 
" a t t e m pted t o t r e a t t h e e n t i r e canvas a c c o r d i n g t o a 
c o n s i s t e n t s e t o f laws o f o p t i c s and p h y s i c s proposed 
by such s c i e n t i s t s as Rood, Maxwell, Helmholtz, and Dove" 
(83) . 
The aim o f b o t h d i v i s i o n i s m , a l s o d e s c r i b e d by the 
N e o - I m p r e s s i o n i s t s as "the m e t h o d i c a l s e p a r a t i o n of the 
elements" ( 8 4 ) , and t h e more s p e c i f i c p o i n t i l l i s t 
t e c h n i q u e o f a p p l y i n g pigments i n s m a l l dots i s t o 
r e p l i c a t e t h e e f f e c t o f l i g h t i n n a t u r e . F e l i x Feneon, 
an a r t c r i t i c and Seurat's f r i e n d , e x p l a i n s t h e b a s i c 
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process: 
I f t h e p a i n t e r j u x t a p o s e s on h i s support 
t i n y e y e - l i k e spots o f c o l o r , t h e 
succession o f which corresponds e i t h e r t o l o c a l 
c o l o r , o r t o s u n l i g h t , or t o r e f l e c t i o n s , these 
m u l t i c o l o r e d spots w i l l n o t be p e r c e i v e d 
i n d i v i d u a l l y : from a d i s t a n c e , t h e rays o f 
l i g h t which emanate from i t w i l l recombine 
on t h e r e t i n a i n an o p t i c a l mixture. The 
p a i n t e r ' s a r t i f i c e w i l l have r i g o r o u s l y r e s t o r e d 
t h e process o f r e a l i t y . (85) 
He a m p l i f i e s t h i s e x p l a n a t i o n ; 
These c o l o r s , i s o l a t e d on t h e canvas, recombine 
on t h e r e t i n a . One has, t h e r e f o r e , n o t a 
m i x t u r e o f c o l o r e d pigments b u t a m i x t u r e o f 
c o l o r e d l i g h t . . . . I t i s a l s o known t h a t 
t h e l u m i n o s i t y o f o p t i c a l m i x t u r e i s always 
much g r e a t e r t h a n t h a t o f pigmentary m i x t u r e 
. . . (86) 
He w r i t e s o f " o p t i c a l m i x t u r e " t h a t "such a process w i l l 
p e r m i t t h e p a i n t e r t o o b j e c t i f y h i s s e n s a t i o n s i n t h e i r 
c o m p l e x i t y , t o t r a n s l a t e h i s fundamental o r i g i n a l i t y 
w i t h p e r m i s s i b l e a s s e r t i v e n e s s " ( 8 7 ) . I t i s n o t t h a t 
th e d i v i s i o n i s t approach s u b j u g a t e s a r t t o science, though 
Seurat was a t t a c k e d on those grounds by contemporary 
c r i t i c s ( 8 8 ) . Rather, as Feneon i n s i s t s , d i v i s i o n i s t 
p a i n t e r s " o n l y make use of s c i e n t i f i c f a c t s t o d i r e c t 
and p e r f e c t t h e e d u c a t i o n o f t h e i r eye and t o c o n t r o l 
th e exactness o f t h e i r v i s i o n " ( 8 9 ) . As he goes on t o 
w r i t e , "Mr. X can read o p t i c a l t r e a t i s e s f o r e v e r and 
he w i l l never p a i n t La Grande J a t t e " ( 9 0 ) . 
The Phaidon Encyclopedia o f Impressionism observes 
t h a t La Grande J a t t e , " w i t h i t s p e r f e c t c o m p o s i t i o n and 
balance . . . b r i l l i a n t l y r e v e a l s t h e harmony of 
Seurat's a r t " : 
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The p e r f e c t balance between heat and c o l d , 
l i g h t and shade, h o r i z o n t a l and v e r t i c a l , 
express [ s i c ] t h e "calm" o f a b e a u t i f u l sunny 
day w i t h people w a l k i n g about and r e s t i n g i n 
a landscape where n a t u r e h e r s e l f i s s u b j e c t 
t o t h e laws o f harmony and s e r e n i t y . (91) 
Seurat e x p l a i n s h i s a e s t h e t i c approach i n a l e t t e r t o 
a f r i e n d quoted i n t h e e n c y c l o p e d i a : 
A r t i s Harmony. Harmony i s t h e analogy of 
o p p o s i t e s , t h e analogy o f s i m i l a r i t i e s , of 
t o n e , c o l o u r , and l i n e . . . (92) 
R u s s e l l remarks on "Seurat's d e t e r m i n a t i o n t o compose 
i n terms o f p e r f e c t s p a t i a l harmony" ( 9 3 ) . 
The s c i e n t i f i c b a s i s o f d i v i s i o n i s m and t h e 
importance o f harmony i n La Grande J a t t e are of immediate 
concern t o "Seurat's Sunday A f t e r n o o n along t h e Seine". 
The d e s c r i p t i o n o f Seurat i n Schwartz's poem as " a t once 
p a i n t e r , p o e t , a r c h i t e c t , and a l c h e m i s t " embraces t h e 
i m p l i c a t i o n s o f t h e d i v i s i o n i s t approach ( 9 4 ) . Seurat's 
alchemy l i e s i n m i x i n g science w i t h the t r a n s f o r m i n g 
power o f a r t . R u s s e l l d e s c r i b e s t h e p a i n t i n g as one 
of " t he g r e a t poems-in-paint w i t h which t h e French 
n i n e t e e n t h c e n t u r y has dowered us" ( 9 5 ) . The a r c h i t e c t u r e 
l i e s i n t h e process of s l o w l y b u i l d i n g up dots of c o l o u r 
t o c r e a t e an harmonious whole, each d o t needing t h e o t h e r s 
i n o r d e r t o f u l f i l i t s purpose. The poem r e t u r n s again 
and a g a i n t o t h e n o t i o n of "Making a mosaic of t h e l i t t l e 
d o t s i n t o a m u r a l of t h e s p l e n d o r of o r d e r " ( 9 6 ) : the 
p a i n t e r i s " f a n a t i c a l l y t h r e a d i n g / The beads, needles 
and eyes . . . of v i v i d n e s s and permanence" ( 9 7 ) ; 
"He b u i l d s " u s i n g " h i s l i t t l e seeds, h i s s m a l l b l a c k 
g r a i n s " ( 9 8 ) , "His m a r v e l l o u s l i t t l e marbles, beads. 
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or m o lecules" ( 9 9 ) ; 
Each l i t t l e p i c t u r e l i n k s t h e l a r g e and s m a l l , 
g r o u p i n g t h e b i g 
O b j e c t s , c o n n e c t i n g them w i t h each l i t t l e d o t , 
seed or b l a c k g r a i n 
Which are as p a t t e r n s , a m a r v e l l o u s network 
and t a p e s t r y . . . (100) 
The l o n g e s t s i n g l e s e c t i o n of t h e poem deals w i t h 
"the p e r f e c t balance" o f t h e p a i n t i n g . A t t e n t i o n i s drawn 
t o t h e f a c t t h a t i n i t "many are h o l d i n g something or 
someone": "some h o l d s e v e r a l k i n d s o f p a r a s o l s " ; "Each 
one who ho l d s an u m b r e l l a h o l d s i t d i f f e r e n t l y " ; "A l i t t l e 
g i r l h o l ds t o her mother's arm"; "An ado l e s c e n t g i r l 
h o l d s a bouquet o f f l o w e r s " ; "the bourgeois w i f e 
h o lds her husband's arm"; "He holds a good c i g a r , 
and a d a i n t y cane"; and "He i s h e l d by h i s w i f e " ( 1 0 1 ) . 
Even n a t u r e i s p a r t o f t h i s g e n e r a l a c t o f c o n n e c t i o n : 
No h o l d i s as s t r o n g as t h e s t r e n g t h w i t h 
which t h e t r e e s . 
G r i p t h e ground, curve up t o t h e l i g h t , abide 
i n t h e warm k i n d a i r : 
Rooted and r i s i n g w i t h a p e r f e c t e d t e n a c i t y 
Beyond t h e d i s t r a c t e d e r r a t i c case o f mankind 
t h e r e . (102) 
Thi s p r e o c c u p a t i o n w i t h t h e harmony and science of t h e 
p a i n t i n g , a l o n g w i t h t h e numerous r e f e r e n c e s t o Seurat's 
use o f l i g h t , t o t h e p a i n t e r as "Dedicated r a d i a n c e " , 
demonstrate Schwartz's i n t e n s e i n t e r e s t i n t h e 
i n e x t r i c a b l e l i n k between t h e t e c h n i c a l aspects of La 
Grande J a t t e and i t s c o n t e n t . 
Schwartz appears t o a s s e r t n a t u r e ' s s u p e r i o r i t y . 
While t h e " l i t t l e g i r l h o l d s t o her mother's arm" o n l y 
"As i f i t were a permanent genuine c e r t a i n t y " , t h e r e 
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i s no such doubt about t h e t r e e s : they have "a p e r f e c t e d 
t e n a c i t y " . Yet t h e r e a l i t y i s u l t i m a t e l y more c o m p l i c a t e d . 
Schwartz w r i t e s t h a t "Assured as t h e t r e e s i s t h e 
s t r o l l i n g d i g n i t y / Of t h e bourgeois w i f e " . He d e s c r i b e s 
"a l a d y who has t u r n e d t o s t o n e , or become a b o u l d e r " 
( 1 0 3 ) . As R u s s e l l remarks, t h i s f i g u r e , seen o n l y from 
t h e back i n t h e p a i n t i n g , takes i t s form from a haystack 
i n an e a r l i e r p a i n t i n g by Seurat, La Meule de Foin ( 1 0 4 ) . 
He a l s o notes t h a t t h e p a i n t e r i s "too busy w i t h an 
emblematic c o n c e p t i o n of b e a r i n g and dress t o b o t h e r 
w i t h t h e p a r t i c u l a r i t i e s of human f e a t u r e " ( 1 0 5 ) . W i t h i n 
t h e p a i n t i n g , and now w i t h i n t h e poem, t h e i n a n i m a t e , 
t h e n a t u r a l and t h e human are g i v e n s i m i l a r p r o p e r t i e s : 
Every u m b r e l l a curves and becomes a t r e e . 
And t h e t r e e s c u r v i n g , a r i s e t o become and be 
L i k e t h e u m b r e l l a . . . (106) 
Harmony t a k e s precedence over i n d i v i d u a l d i f f e r e n c e s . 
The r e p e a t e d use of "as i f " makes the d i s p a r a t e 
motives Schwartz a s c r i b e s t o t h e f i g u r e s i n the p a i n t i n g 
p a r t of a common whole. The phrase does not n e c e s s a r i l y 
i m p l y t h a t t h e c h a r a c t e r s are wrong t o f e e l as they do. 
The g i r l h o l d i n g " t o her mother's arm / As i f i t were 
a permanent genuine c e r t a i n t y " i s , a t one l e v e l , mistaken, 
i f t h a t I S indeed what she b e l i e v e s . The man and w i f e , 
"suave and grave / As i f t h e y were unaware or f r e e of 
t i m e , and t h e g r a v e " , are wrong, a t one l e v e l , i f they 
do b e l i e v e t h a t t h e y enjoy such freedom (1 0 7 ) . Yet not 
o n l y does Schwartz h o l d back from d e f i n i t e l y a t t r i b u t i n g 
t hese m i s t a k e s t o them, b u t , a t another l e v e l , t h e n a t u r e 
o f La Grande J a t t e ensures t h a t t h e y are a c t u a l l y r i g h t . 
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The poem draws a t t e n t i o n t o t h e "permanence" and 
" s t i l l n e s s " o f those i n t h e p a i n t i n g , as w e l l as t o t h e i r 
freedom from " t e e t h i n g a n x i e t y " ( 1 0 8 ) : 
The s u n l i g h t , t h e s o a r i n g t r e e s and the Seine 
Are as a g r e a t n e t i n which Seurat seeks t o 
s e i z e and h o l d 
A l l l i v i n g b e i n g i n a parade and promenade o f 
m i l d , calm happiness . . . (109) 
The answer, "hope i t s e l f " ( 1 1 0 ) , l i e s i n t h e form o f 
Seurat's work. 
The c o n c e n t r a t i o n on t h e p a i n t i n g ' s d i v i s i o n i s m 
suggests a p a r a l l e l w i t h t h e form o f Schwartz's poem. 
His concern w i t h Seurat's methodology i s n o t merely 
t h e m a t i c . When t h e p a i n t e r i s f i r s t mentioned i t i s 
no t by name b u t o n l y as "The one who beholds them" (111). 
As t h e b e g i n n i n g o f t h e poem g i v e s t h e i m p r e s s i o n t h a t 
t h e poet i s c o n t e m p l a t i n g and i n t r e p r e t m g t h e p a i n t i n g , 
when "The one who beholds them" i s i n t r o d u c e d , a l t h o u g h 
Schwartz i s r e f e r r i n g t o Seurat, t h e r e s u l t o f n o t naming 
him i s t o obscure t h e d i s t i n c t i o n between the two. The 
l a t e r d e s c r i p t i o n o f Seurat as " p a i n t e r , poet" a c t u a l l y 
i d e n t i f i e s t h e i r r o l e s , Schwartz's w i t h Seurat's. I t 
seems reasonable t o deduce t h a t Schwartz was a t t r a c t e d 
t o aspects o f Seurat's approach t o a r t t h a t suggested 
a k i n s h i p w i t h h i s own methods and aims, p a r t i c u l a r l y 
t h e n o t i o n t h a t a s u b j e c t i v e p e r c e p t i o n o f t h e w o r l d 
can be grounded i n a form t h a t " v / i l l p e r m i t t h e p a i n t e r 
t o o b j e c t i f y h i s s e n s a t i o n s i n t h e i r c o m p l e x i t y " , and 
t h a t t h i s h e l p e d t o determine h i s choi c e o f s u b j e c t f o r 
t h e poem. 
I t a l s o seems reasonable t o deduce t h a t , once having 
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made such a c o n n e c t i o n , Schwartz to o k i n s p i r a t i o n from 
Seurat's approach f o r t h e methods t h a t would a l l o w him 
t o " o b j e c t i f y h i s s e n s a t i o n s " . This amounts t o something 
more th a n i s a d m i t t e d by McDougall's arguments t h a t "the 
p a i n t e r ' s concern w i t h t h e o r y appealed t o Schwartz's 
i n t e l l e c t " and t h a t "the poet found i n t h e p a i n t i n g an 
o b j e c t i v e form whose images helped t o f i x h i s own ideas 
and emotions" ( 1 1 2 ) , even though t h e y are undoubtedly 
c o r r e c t i n as f a r as they go. Having abandoned r e g u l a r 
forms of o r g a n i z a t i o n i n f a v o u r of f r e e verse and a 
r h a p s o d i c t o n e , Schwartz s t i l l needed some way of 
c o n t r o l l i n g h i s poem. I n s i g n i f i c a n t ways t h i s new 
framework i s d i v i s i o n i s t . 
Of course, i t would be i m p o s s i b l e t o t r a n s l a t e the 
d i v i s i o n i s t t e c h n i q u e from p a i n t i n g t o p o e t r y f u l l y , 
b u t t h e r e are d e f i n i t e p a r a l l e l s . The heavy r e l i a n c e 
on r e p e a t e d words and phrases, on assonance and 
a l l i t e r a t i o n , meshes t h e poem i n t o an i n t e r r e l a t e d whole. 
Each r e p e t i t i o n r e c a l l s an e a r l i e r appearance or 
appearances, w h i l e o f t e n a n t i c i p a t i n g l a t e r ones, a t 
t h e same ti m e as i t emphasizes, or develops, themes. 
The r e p e t i t i o n s a r e n o t i n t e n d e d t o be "perceived 
i n d i v i d u a l l y " . They f u n c t i o n l i k e Seurat's dots of 
c o l o u r , combining i n t h e mind of t h e reader t o form a 
u n i t y , "a m u r a l o f t h e s p l e n d o r of o r d e r " , which i s more, 
of g r e a t e r " l u m i n o s i t y " , t h a n i t s i n d i v i d u a l p a r t s . 
There i s a l s o an a t t e m p t t o r e c r e a t e "the p e r f e c t 
balance" o f La Grande J a t t e . T his i s p a r t of t h e purpose 
behind t h e v a r i e t y p r o v i d e d by t h e changes i n l i n e l e n g t h , 
t h e t y p o g r a p h i c a l o v e r s p i l l s , t h e i s o l a t e d l i n e s , t h e 
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e x t r e m e l y l o n g s e c t i o n s and t h e more evenly matched 
s e c t i o n s i n t h e mi d d l e of t h e poem. No one element i s 
a l l o w e d t o dominate. Schwartz's r e p e t i t i o n s and f r e q u e n t 
s h i f t s i n focus e s t a b l i s h harmony t h r o u g h what Seurat 
terms " t h e analogy o f o p p o s i t e s , t h e analogy o f 
s i m i l a r i t i e s " . T h i s i s what happens w i t h t h e use o f 
"as i f " . While a c o n s i d e r a b l e amount of t h e power of 
Schwartz's e a r l i e r work d e r i v e s from t h e t e n s i o n generated 
by h i s a b i l i t y t o develop p a r a d o x i c a l p o s i t i o n s , he now 
t r i e s t o defuse d i f f e r e n c e s . He r e l i e s on s t a b i l i t y , 
n o t "dementia". 
The o n l y t i m e t h a t t h e e q u i l i b r i u m o f t h e poem i s 
s e r i o u s l y upset i s i n t h e f i n a l s e c t i o n when, as noted 
b e f o r e , t h e r e i s a r e t r e a t i n t o " d e s p a i r ' s s i c k n e s s " . 
E a r l i e r t h e r e a re two e r u p t i o n ' s o f t h e "ache and torment" 
of "weekday" l i f e , t h r e a t e n i n g a break w i t h t h e s e r e n i t y 
t h a t t h e poet f i n d s i n La Grande J a t t e , y e t u l t i m a t e l y 
these are c o n t a i n e d by the form of t h e poem and Schwartz 
r e a s s e r t s t h e p a i n t i n g ' s val u e s ( 1 1 3 ) . The ending, 
however, i s n o t n e u t r a l i z e d i n t h i s way. While t he 
m a j o r i t y o f t h e poem has worked t o e s t a b l i s h a communion 
between poet and p a i n t i n g , when "Selfhood w i l l possess 
and be possessed" ( 1 1 4 ) , t h e ending i s a r e g r e s s i o n t o 
t h e n o t i o n o f t h e a r t i s t separated from l i f e . I t i s as 
i f Schwartz has t r i e d t o s e t up a new, i n c l u s i v e v i s i o n 
and form o n l y t o p u l l back a t t h e l a s t moment. 
While t h e poem r e t a i n s many s i m i l a r i t i e s w i t h t h e 
themes, d i c t i o n and imagery o f Schwartz's p r e v i o u s work, 
i t i s o n l y t h e f i n a l s e c t i o n t h a t t r u l y s t r i k e s one as 
r e v e r t i n g t o t h e a t t i t u d e s o f t h e e a r l y w r i t i n g . Schwartz 
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may now be u s i n g Seurat and Whitman as h i s models, but 
i t i s Kafka who i s invoked by name a t t h e v e r y end. He 
i s one o f "the g r e a t men" m Shenandoah f o r whom " a r t 
becomes e x i l e t o o , / A s e c r e t and a code s t u d i e d i n 
s e c r e t , / D e c l a r i n g t h e agony o f modern l i f e " ( 115). 
"Song o f M y s e l f " i s about a s p e c t a t o r "Both i n and out 
of t h e game and w a t c h i n g and v/ondering a t i t " ( 1 1 6 ) . 
Those he sees are n o t " t o o f a r away", as Kafka i s heard 
t o c r y , b u t r a t h e r an ess e n t i a l p a r t o f him: "of these 
one and a l l I weave t h e song o f mys e l f " ( 1 1 7 ) . Despite 
t h e d e m o c r a t i c concerns o f t h e poem, Schwartz i s 
u l t i m a t e l y unable t o make t h a t i d e n t i f i c a t i o n . 
IV 
Schwartz c o n s i d e r s t h e s u b j e c t o f f r e e verse i n 
an essay f i r s t p u b l i s h e d i n two p a r t s i n 1954 and 1955, 
"T. S. E l i o t ' s Voice and His Voice s " . I n i t he discusses 
t h e new o r g a n i z a t i o n a l approaches e x e m p l i f i e d i n a poem 
such as The Waste Land, and he r e l a t e s them t o 
developments i n v e r s i f i c a t i o n s i n c e t h e time o f Blake: 
I f i n s t e a d o f u s i n g t h e term, f r e e v e r s e , one 
speaks o f open and c l o s e d v e r s i f i c a t i o n , then 
one can r e l a t e t h e new method o f o r g a n i z a t i o n 
t o t h e r e v o l u t i o n i n v e r s i f i c a t i o n i n t h i s 
way: as t h e new method of t o t a l o r g a n i z a t i o n 
i n c l u d e s any and a l l o t h e r k i n d s o f o r g a n i z a t i o n 
w i t h i n i t , w i t h o u t r e q u i r i n g any p a r t i c u l a r 
one a t any p a r t i c u l a r p o i n t , so open 
v e r s i f i c a t i o n i n c l u d e s a l l t h e cl o s e d forms 
of v e r s i f i c a t i o n and t h e o l d e r open forms 
e x e m p l i f i e d i n t h e B i b l e , Whitman, Marianne 
Moore, and W i l l i a m C a r l o s W i l l i a m s , w i t h o u t 
b e i n g committed t o any p a r t i c u l a r one a t any 
t i m e . (118) 
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A d i v i s i o n i s t methodology enables Schwartz t o draw on 
b o t h " t h e c l o s e d " and "the o l d e r open forms". I t i s a 
system o f " t o t a l o r g a n i z a t i o n " as d e f i n e d i n the essay: 
d i f f e r e n t forms can be used where a p p r o p r i a t e as elements 
i n t h e harmonious "mosaic" o f "Seurat's Sunday A f t e r n o o n 
a l o n g t h e Seine". 
S i n g l e rhyming c o u p l e t s are i n t r o d u c e d a t c e r t a i n 
p o i n t s . Some l i n e s are m e t r i c a l l y r e g u l a r . A l l i t e r a t i v e 
v e r s e , i n v;hich t h e a l l i t e r a t i o n serves a d e f i n i t e 
s t r u c t u r a l purpose, i s r e f l e c t e d i n Schwartz's own use 
of a l l i t e r a t i o n . H is repeated q u o t a t i o n o f t h e phrase, 
"under t h e sun", i s an a l l u s i o n t o one of t h e "forms 
e x e m p l i f i e d i n t h e B i b l e " ( 1 1 9 ) . Though i n t h i s case 
he chooses a p r i m a r i l y prose source, E c c l e s i a s t e s , t he 
f r e q u e n t o c currence o f t h e phrase i n t h e o r i g i n a l b o t h 
h e i g h t e n s t h a t prose and s t r u c t u r e s i t ( 1 2 0 ) . By r e p e a t i n g 
t h e phrase h i m s e l f , i f n o t so o f t e n , Schwartz suggests 
a p r e c e d e n t f o r h i s s t r u c t u r a l use of r e p e t i t i o n . 
A t t h e same ti m e as f i t t i n g i n n e a t l y w i t h t he 
poem's i n t e r e s t i n "The Sunday summer sun" (1 2 1 ) , t he 
a l l u s i o n t o E c c l e s i a s t e s a l s o a l l o w s Schwartz t o su b v e r t 
some o f t h e c y n i c i s m and r e s i g n a t i o n o f t h a t book: 
Time passes: n o t h i n g changes, 
e v e r y t h i n g s t a y s t h e same. Nothin g i s new 
Under t h e sun. I t i s a l s o t r u e 
That t i m e passes and e v e r y t h i n g changes 
. . (122) 
I n E c c l e s i a s t e s t h e c o n t e n t i o n t h a t " t h e r e i s n o t h i n g 
new under t h e sun" i s used t o f u r t h e r t h e argument about 
t h e v a n i t y , t r a n s i e n c e and e v i l o f l i f e ( 1 2 3 ) . I n 
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"Seurat's Sunday A f t e r n o o n a l o n g t h e Seine" i t has been 
e l e v a t e d i n t o something p o s i t i v e . I t i s now evidence 
o f t h e r e l i e f from care t h a t can be a t t a i n e d t h r o u g h 
such permanence. "The Sunday people" are " l o o k i n g a t 
hope i t s e l f , under t h e sun" ( 1 2 4 ) . 
Of "the o l d e r open forms", by f a r t h e most i m p o r t a n t 
are t o be found i n Walt Whitman's work. Robert P h i l l i p s 
and R i c h a r d McDougall are s u r e l y r i g h t t o i d e n t i f y him 
as an i n s p i r a t i o n f o r t h e form o f Schwartz's l a t e r poems. 
Among t h e obvious s i m i l a r i t i e s , b o t h "Seurat's Sunday 
A f t e r n o o n a l o n g t h e Seine" and, f o r i n s t a n c e , "Song of 
M y s e l f " f e a t u r e what P h i l l i p s d e s c r i b e s as "accumulations 
of d e t a i l s and s y n t a c t i c a l r e p e t i t i o n s " . Whitman's 
c a t a l o g u i n g tendency i s w e l l known. At t h r e e p o i n t s 
i n h i s poem Schwartz c o n c e n t r a t e s on l i s t i n g d e s c r i p t i o n s 
of i n d i v i d u a l f i g u r e s i n t h e p a i n t i n g , t h e second occasion 
p r o v i d i n g by f a r t h e l o n g e s t s e c t i o n of t h e work. The 
" l o n g e r l i n e s , w i t h more r e l a x e d syntax" t h a t P h i l l i p s 
i d e n t i f i e s i n t h e Seurat poem are a f u r t h e r s i m i l a r i t y . 
Whitman's approach t o a r t , t h e avowed i n t e n t i o n 
i n "Song of M y s e l f " " t o speak a t every hazard, / Nature 
v / i t h o u t check w i t h o r i g i n a l energy" ( 1 2 5 ) , has i m p o r t a n t 
consequences f o r h i s p o e t r y . I n The New Walt Whitman 
Handbook Gay W i l s o n A l l e n d i s c u s s e s how, as a r e s u l t 
o f Whitman's a r t i s t i c t h e o r i e s , " f l u e n c y , l o g i c a l 
s t r u c t u r e , f i n i s h , were lo o k e d upon as a r t i f i c i a l and 
u s e l e s s o r n a m e n t a t i o n " ( 1 2 6 ) . The abandonment of r e g u l a r 
metre i s an obvious c o r o l l a r y t o such an a t t i t u d e . A l l e n 
a l s o notes t h a t , because o f Whitman's democratic i d e a s , 
because "nowhere i n t h e u n i v e r s e does he r e c o g n i z e caste 
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o r s u b o r d i n a t i o n " , "he needed a grammatical and r h e t o r i c a l 
s t r u c t u r e which would be c u m u l a t i v e i n e f f e c t r a t h e r 
t h a n l o g i c a l o r p r o g r e s s i v e " ( 1 2 7 ) . The same i s t r u e 
of t h e s t r u c t u r e o f "Seurat's Sunday A f t e r n o o n along 
t h e Seine". I t i s n o t l i n e a r i n i t s development. The 
poem does n o t p r o g r e s s ; i t accumulates. That i s the 
p o i n t o f t h e "mosaic" o f t h e d i v i s i o n i s t approach. 
Consider one of t h e l o n g e s t l i n e s i n Schwartz's 
poem: 
Se l f h o o d w i l l possess and be possessed, as 
i n t h e c o n s e c r a t i o n o f ma r r i a g e , t h e mastery 
of v o c a t i o n , t h e mystery o f g i f t ' s mastery, 
th e d e a t h l e s s r e l a t i o n o f parenthood and 
progeny. (128) 
The c o n t e n t i o n t h a t "Selfhood w i l l possess and be 
possessed" i s an i m p o r t a n t t h e m a t i c p o i n t . The a n a l o g i e s 
are a l s o p e r t i n e n t t o Schwartz's g e n e r a l concerns: "the 
mastery o f v o c a t i o n " and "the mystery o f g i f t ' s mastery" 
p r o v i d e t h e theme f o r "Jacob" l a t e r on i n Summer 
Knowledge; "the d e a t h l e s s r e l a t i o n o f parenthood and 
progeny" i s e x e m p l i f i e d t h r o u g h o u t Schwartz's w r i t i n g s ; 
"th e c o n s e c r a t i o n o f m a r r i a g e " i s t h e s u b j e c t o f the 
a d m i t t e d l y complex a f f i r m a t i o n o f "The World i s a 
Wedding". However, t h e y are n o t d i r e c t l y p e r t i n e n t t o 
t h i s p a r t i c u l a r poem. A case can be made f o r t h e relevance 
of each analogy, b u t , as th e y s t a n d , t h e y do not make 
such a case f o r themselves. They appear a r b i t r a r y , and 
th e s t r u c t u r e o f t h e poem, p a r t i c u l a r l y t h e loose 
s t r u c t u r e o f t h a t e x t r e m e l y l o n g l i n e , p r o v i d e s no f o r m a l 
argument t o j u s t i f y why th e y should need t o be i n c l u d e d . 
Indeed, t h e l e n g t h o f t h e l i n e suggests t h a t t h e l i s t 
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has been p u t t o g e t h e r merely t h r o u g h an a s s o c i a t i o n o f 
ideas and n o t fr o m a concern f o r u n i t y and coherence. 
Yet t h i s I S t h e p o i n t o f Whitman's approach. There need 
n o t be u n i t y and coherence a t a l o g i c a l l e v e l . The 
a n a l o g i e s do n o t have t o be d i r e c t l y p e r t i n e n t . The poem 
i s n o t a c l o s e d system i n a New C r i t i c a l sense. I t can 
draw on those ideas and phrases t h a t i t has i n common 
w i t h Schwartz's o t h e r poems and s t o r i e s . I t can develop 
by a s s o c i a t i o n o f i d e a s . I t i s enough t h a t t h e a n a l o g i e s 
work as a n a l o g i e s , p r o v i d e a c u m u l a t i v e e f f e c t and r e l a t e 
t o t h e poet's g e n e r a l concerns. 
A l l e n i d e n t i f i e s t h e s p e c i f i c t e c h n i q u e s on which 
Whitman r e l i e s . He d e s c r i b e s how t h e "basic s t r u c t u r e " 
of t h e p o e t r y depends on " p a r a l l e l i s m " i n a way t h a t 
i s r e m i n i s c e n t o f " t h e p r i m i t i v e rhythms of t h e King 
James B i b l e " , though he b e l i e v e s i t u n l i k e l y t h a t t h a t 
was where Whitman found h i s i n s p i r a t i o n (129). 
" P a r a l l e l i s m " i s l o o s e l y d e f i n e d as "a rhythm o f t h o u g h t , 
r e p e a t i n g and b a l a n c i n g ideas and sentences ( o r 
independent c l a u s e s ) i n s t e a d o f s y l l a b l e s or accents" 
( 1 3 0 ) . The consequence o f t h i s system i s t h a t "the s i n g l e 
l i n e must by n e c e s s i t y be t h e s t y l i s t i c u n i t " (131). 
I t i s i m m e d i a t e l y obvious t h a t Whitman's l i n e s are u s u a l l y 
endstopped. 
A l l e n d e t a i l s t h e e f f e c t o f " p a r a l l e l i s m " on "Song 
of M y s e l f " : 
F i r s t o f a l l i t p r o v i d e s t h e b a s i c s t r u c t u r e 
f o r t h e l i n e s . Each l i n e makes an independent 
s t a t e m e n t , e i t h e r a complete o r an e l l i p t i c a l 
sentence. I n t h e second p l a c e , t h i s r e p e t i t i o n 
of t h o u g h t ( w i t h v a r i a t i o n s ) produces a loose 
r h y t h m i c a l c h a n t i n g or r h a p s o d i c s t y l e . And, 
f i n a l l y , t h e p a r a l l e l i s m b i n d s t h e l i n e s 
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t o g e t h e r , f o r m i n g a u n i t something l i k e a stanza 
i n c o n v e n t i o n a l v e r s i f i c a t i o n . (132) 
He comments t h a t "Whitman's p a r a l l e l i s m . . . i s 
so o f t e n accompanied and r e i n f o r c e d by p a r a l l e l wording 
and sounds t h a t t h e two t e c h n i q u e s are o f t e n almost 
i d e n t i c a l " ( 1 3 3 ) . Words or groups of words c l e a r l y tend 
t o be r e p e a t e d most a t t h e b e g i n n i n g o f l i n e s , though 
A l l e n does acknowledge t h a t "words and phrases are 
f r e q u e n t l y r e p e a t e d i n o t h e r p o s i t i o n s " , sometimes, though 
n o t o f t e n , a t t h e end o f t h e l i n e , and sometimes "repeated 
and i n t e r w o v e n t h r o u g h o u t succeeding l i n e s " ( 1 3 4 ) . He 
a l s o r e c o g n i z e s t h a t Whitman uses more " c o n v e n t i o n a l " 
t e c h n i q u e s dependent on r e p e t i t i o n , "such as a l l i t e r a t i o n , 
b o t h vowel and c o n s o n a n t a l , and assonance", though these 
are d i s m i s s e d as " r a t h e r embellishments . . . than 
fundamental t e c h n i q u e s " ( 1 3 5 ) . 
Correspondences can r e a d i l y be seen between A l l e n ' s 
d e s c r i p t i o n and Schwartz's poem. There i s a d i s t i n c t l y 
Whitmanesque aspect t o these l i n e s quoted e a r l i e r from 
"Seurat's Sunday A f t e r n o o n a l o n g t h e Seine": 
I f you l o o k l o n g enough a t a n y t h i n g 
I t w i l l become e x t r e m e l y i n t e r e s t i n g ; 
I f you l o o k v e r y l o n g a t a n y t h i n g 
I t w i l l become r i c h , m a n i f o l d , f a s c i n a t i n g : 
I f you can l o o k a t any t h i n g f o r l o n g enough. 
You w i l l r e j o i c e i n t h e m i r a c l e of l o v e 
They are an example of "synonymous" and " s y n t h e t i c 
p a r a l l e l i s m " a c c o r d i n g t o t h e t e r m i n o l o g y t h a t A l l e n 
borrows f r o m Bishop Lowth: " s y n t h e t i c " because t h e second 
l i n e o f each p a i r "supplements or completes t h e f i r s t " ; 
"synonymous" because t h e second and t h i r d p a i r s of l i n e s 
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are v a r i a t i o n s on t h e f i r s t ( 1 3 6 ) . There i s t h e r e p e t i t i o n 
o f words and, w i t h o n l y s l i g h t v a r i a t i o n , of l i n e s . The 
f i r s t f o u r l i n e s are even rhymed. 
A l l e n a l s o makes t h e f o l l o w i n g o b s e r v a t i o n s about 
Whitman's use of p a r a l l e l i s m s : 
N o t i c e t h a t t h e p a r a l l e l i s m a s s e r t s w i t h o u t 
q u a l i f i c a t i o n s . The poet i s c h a n t i n g 
c o n v i c t i o n s about which t h e r e i s t o be no 
argument, no d i s c u s s i o n . . . . The form 
i s r h a p s o d i c , t h e tone t h a t o f i n s p i r e d 
u t t e r a n c e . (137) 
Those l i n e s o f Schwartz's quoted above are " c o n v i c t i o n s " 
" w i t h o u t q u a l i f i c a t i o n s " . I t i s i m p o r t a n t t h a t t h e y are 
i n s i s t e n t i n t h i s way. As statements about t h e v a l u e 
of c o n t e m p l a t i o n t h e y may w e l l r e p r e s e n t t h e w r i t e r ' s 
m a n i f e s t o f o r t h e poem. Yet a t t h e same ti m e they are 
somehow a t odds w i t h t h i s r o l e . The c l a i m s t h a t they 
make are so b a l d t h a t t h e y r u n t h e r i s k o f r e d u c i n g any 
credo t o t r i t e n e s s , t h e danger t h a t Schwartz elsewhere 
c h a r a c t e r i z e s by q u o t i n g Henry James's warning a g a i n s t 
"the p l a t i t u d e of mere statement" ( 1 3 8 ) . Moreover, the 
preponderance o f m o n o s y l l a b l e s m i l i t a t e s a g a i n s t the 
n o t i o n of " i n s p i r e d u t t e r a n c e " , an e f f e c t emphasized 
by t h e s p l i t between "any" and " t h i n g " i n t h e f i f t h l i n e . 
I t I S n o t u n t i l t h e sentence s t a r t e d i n t h e f i r s t 
l i n e f i n a l l y approaches i t s end t h a t a t r u l y rhapsodic 
tone appears: 
You w i l l possess and be b l e s s e d by t h e 
m a r v e l l o u s b l i n d i n g r a d i a n c e of l o v e , 
you w i l l be r a d i a n c e . (139) 
I n some ways t h i s l i n e i s a c o n t i n u a t i o n of t h e 
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p a r a l l e l i s m s . I t forms a "synonymous" p a r a l l e l i s m w i t h 
th e p r e c e d i n g l i n e . I t r e p e a t s "You w i l l " , i t s e l f a 
development f r o m " I t w i l l " . However, by precedent t h e 
s i x t h l i n e s h o u l d have formed t h e end of a p a i r . The 
seventh i s t h e r e f o r e an anomaly. I t works as a c l i m a x 
by b r e a k i n g away from t h e s t a r k n e s s and b r e v i t y of what 
has gone b e f o r e . I t s d i s r u p t i o n o f t h e simple s t r u c t u r e 
e s t a b l i s h e d by t h e f i r s t s i x l i n e s makes i t , and, 
r e t r o s p e c t i v e l y , them, e f f e c t i v e . 
However, such use of p a r a l l e l i s m s i s unusual i n 
"Seurat's Sunday A f t e r n o o n a l o n g the Seine". For t h e 
g r e a t m a j o r i t y o f t h e poem t h e l i n e i s n o t "the s t y l i s t i c 
u n i t " . Words o r phrases, when repe a t e d , tend not t o 
appear a t t h e same p o i n t i n a l i n e . There are o n l y a 
few d u p l i c a t i o n s of t h e b e g i n n i n g s of l i n e s . Those t h a t 
do occur are almost a l l r e s t r i c t e d t o simple two l i n e 
p a r a l l e l i s m s such as "This i s the c e l e b r a t i o n of 
c o n t e m p l a t i o n , / T h i s i s t h e c o n v e r s i o n of experience 
t o pure a t t e n t i o n " ( 1 4 0 ) . There i s a much g r e a t e r r e l i a n c e 
on enjambement t h a n i n Whitman's work. 
Some o f t h e o t h e r poems among Schwartz's l a t e r verse 
show Whitman's i n f l u e n c e more e x t e n s i v e l y . I n "Summer 
Knowledge" t h e r e i s a c l o s e resemblance t o h i s use o f 
p a r a l l e l i s m as a comprehensive s t r u c t u r a l d e v i c e . Almost 
a l l t h e l i n e s i n t h a t poem i n v o l v e some p a r a l l e l i s m , 
as w e l l as b e i n g endstopped and dependent on i n i t i a l 
r e p e t i t i o n s . They are a l s o e x t r e m e l y l o n g , most being 
to o l o n g t o be c o n f i n e d t o one l i n e t y p o g r a p h i c a l l y . 
One l i n e c o n s i s t s o f 51 words. T h i s i s o n l y beaten by 
th e 58 words i n one l i n e i n "May's T r u t h and May's 
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Falsehood". I t i s no c o i n c i d e n c e t h a t "Summer Knowledge" 
i s one l o n g a s s e r t i o n , " c h a n t i n g c o n v i c t i o n s " . I t i s 
a l s o no c o i n c i d e n c e t h a t i t i s l e s s s u c c e s s f u l than 
"Seurat's Sunday A f t e r n o o n a l o n g t h e Seine". McDougall 
complains t h a t "the poem i s a d e t a i l e d c a t a l o g u e o f 
i n s t a n c e s as t o what 'summer knowledge' i s and what i t 
i s n o t , b u t t h e r e s u l t i s l e s s t h a n a poem" ( 1 4 1 ) . 
Schwartz makes these p o i n t s i n a l e t t e r t o John 
Crowe Ransom: 
I t seems t o me now, as i t d i d n o t when I typed 
t h e f i r s t copy, t h a t t h e way i n which these 
k i n d s o f l i n e s are s e t i s n o t i m p o r t a n t and 
t h a t t h e c o n t e x t s u f f i c e s t o s e t t h e pace, 
p h r a s i n g , and o v e r f l o w . . . (142) 
Thi s i s w r i t t e n w i t h d i r e c t r e f e r e n c e t o "The F i r s t 
Morning o f t h e Second World" as a response t o Ransom's 
recommendations about "making i n d e n t a t i o n s and margins 
c o n s i s t e n t " . This poem i s f o r m a l l y v e r y s i m i l a r t o 
"Seurat's Sunday A f t e r n o o n a l o n g t h e Seine", e s p e c i a l l y 
i n i t s i n c o r p o r a t i o n of l i n e s o f extreme and v a r i a b l e 
l e n g t h . The i m p l i c a t i o n i s t h a t i n these poems Schwartz 
has r e l i n q u i s h e d t h e c o n t r o l l i n g f o r c e o f n ot o n l y metre 
b u t l i n e a t i o n as w e l l , merely r e p l a c i n g them w i t h what 
he r a t h e r l o o s e l y terms " c o n t e x t " . 
Such an abandonment would be, i f a c t u a l l y t h e case, 
a dangerous r e d u c t i o n o f a poet's a v a i l a b l e r e s o u r c e s . 
I n d i s p r o v i n g Amy L o w e l l ' s c o n t e n t i o n t h a t "whether a 
t h i n g i s w r i t t e n as prose o r as verse i s i m m a t e r i a l " , 
Charles 0. Hartman c l e a r l y demonstrates i n h i s book. 
Free Verse, t h a t " l i n e a t i o n can be w e l l or p o o r l y used, 
b u t i t can never be ' i m m a t e r i a l ' " ( 1 4 3 ) . Schwartz's 
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use o f p u n c t u a t i o n , o f v a r i a t i o n s i n t h e l e n g t h o f 
s y n t a c t i c a l u n i t s , o f a l l i t e r a t i o n , assonance, consonance 
and o t h e r forms o f r e p e t i t i o n , indeed a l l those f a c t o r s 
i n v o l v e d i n c r e a t i n g t h e d i v i s i o n i s t "mosaic" or 
" t a p e s t r y " , i n d i c a t e s how t h e c o n t e x t works " t o set the 
pace, p h r a s i n g , and o v e r f l o w " . However, i t i s a l s o c l e a r 
t h a t l i n e a t i o n i s n o t i r r e l e v a n t i n h i s work. 
There are p o t e n t i a l weaknesses i n the new verse 
forms i n Summer Knowledge. The a d o p t i o n o f the loose 
l o n g l i n e does endanger t h e e f f e c t i v e n e s s o f l i n e a t i o n . 
Too l o n g a l i n e can seem merely clumsy, and, more 
i m p o r t a n t l y , i t can unbalance t h e poem as a whole. 
However, t h e ver s e p r o v i d e s evidence t h a t Schwartz was 
aware o f t h e p i t f a l l s . Moreover, i t appears t o be the 
case t h a t Whitman was aware o f them t o o . Roger Asselineau 
n otes t h a t , w h i l e t h e 1855 e d i t i o n o f Leaves o f Grass 
c o n t a i n s l i n e s o f e x c e p t i o n a l l e n g t h , subsequent e d i t i o n s 
saw them pared down, w i t h e x c e s s i v e l y l o n g l i n e s e i t h e r 
j e t t i s o n e d , broken up or sho r t e n e d ( 1 4 4 ) . Lines t h e 
l e n g t h o f t h e two a l r e a d y mentioned i n "Summer Knowledge" 
and "May's T r u t h and May's Falsehood" are o n l y comparable 
t o those i n Whitman's e a r l y v e r s e . 
A s s e l i n e a u m a i n t a i n s t h a t t h e long l i n e s i n the 
f i r s t Leaves o f Grass were c o n t r o l l e d by "rhythmic stops" 
i n t h e l i n e t h a t were i n d i c a t e d , n o t w i t h " i m p e r c e p t i b l e 
commas, b u t by s e r i e s o f w i d e l y spaced p o i n t s o f 
suspension" ( 1 4 5 ) . However, h i s reasons f o r t h i s unusual 
p u n c t u a t i o n a re s u r e l y f l a w e d . He suggests t h a t i t i s 
used merely " f o r t h e p l e a s u r e and convenience o f t h e 
eye " : 
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I f Whitman's p o e t r y had been meant f o r t h e 
ear, such an a r t i f i c e would have been 
unnecessary. For, when one reads a poem a l o u d , 
t h e breaks appear by themselves, whether they 
were o r were n o t marked by t h e a u t h o r . (146) 
The same mist a k e i s apparent when A s s e l i n e a u concludes 
t h a t Whitman reduced t h e l e n g t h o f h i s l i n e s because 
he " g r a d u a l l y passed from p o e t r y designed t o be read 
t o p o e t r y designed t o be r e c i t e d " ( 1 4 7 ) . Even i f i t were 
t r u e t h a t Whitman's i n t e n t i o n s a l t e r e d i n t h i s way, i t 
i s n o t a s u f f i c i e n t reason f o r t h e changes t h a t he made. 
The breaks do n o t j u s t "appear by themselves" when one 
r e c i t e s a poem. I f they d i d , then l i n e a t i o n s u r e l y v/ould 
be unnecessary. 
A s s e l i n e a u weakens h i s own case by q u o t i n g l i n e s 
t h a t have t h e " w i d e l y spaced p o i n t s of suspension" 
a l o n g s i d e t h e i r replacements i n which Whitman uses commas. 
Whether read o r r e c i t e d , t h e two v e r s i o n s sound d i f f e r e n t . 
The impact o f t h e breaks c r e a t e d by t h e two types o f 
p u n c t u a t i o n i s n o t the same. The spaced p e r i o d s serve 
t o l i g h t e n e x t r e m e l y long l i n e s by marking a more d e f i n i t e 
pause t h a n a comma would p r o v i d e . The r e d u c t i o n i n t h e 
l e n g t h o f l i n e s , and the break up o f s i n g l e l i n e s i n t o 
d i f f e r e n t ones, removed t h e need f o r t h i s t a c t i c . I f 
Whitman c u t down t h e l e n g t h o f some o f h i s l i n e s because 
t h e y read b a d l y , t h e n t h a t would have been t r u e of them 
r e g a r d l e s s of whether they were read t o o n e s e l f or t o 
o t h e r s . 
There are l i n e s of g r e a t l e n g t h i n "Seurat's Sunday 
A f t e r n o o n a l o n g t h e Seine", b u t t h e y are i n t h e m i n o r i t y . 
Most can be c o n t a i n e d on one l i n e o f t h e page. At t h e 
223 
same t i m e t h e r e a re v e r y s h o r t l i n e s , t h e b r i e f e s t o n l y 
two words. N e i t h e r extreme i s a l l o w e d t o predominate. 
Undoubtedly some a r e t o o l o n g t o a v o i d clumsiness, but 
a t these moments one can sense Schwartz moving t o r e a s s e r t 
c o n t r o l . T h i s i s t h e case a t t h e f o l l o w i n g p o i n t i n the 
poem: 
He i s a s a i n t o f Sunday i n t h e open a i r , a 
f a n a t i c d i s c i p l i n e d 
By p a s s i o n , courage, p a s s i o n , s k i l l , compassion, 
l o v e : t h e l o v e o f l i f e and t h e l o v e o f l i g h t 
as one, under t h e sun, w i t h t h e love o f l i f e . 
(148) 
The second of these l i n e s i s t h e e c s t a t i c c l i m a x o f a 
s e c t i o n . I t s ex c e s s i v e l e n g t h i s a d e l i b e r a t e p a r t o f 
t h i s e f f e c t . Some i n t e r n a l c o n t r o l i s m a i n t a i n e d by the 
use o f r e p e t i t i o n s , p a r a l l e l i s m s and p u n c t u a t i o n . More 
i m p o r t a n t l y however, t h e n e x t l i n e i s n ot so l o n g , and 
i t i s t y p o g r a p h i c a l l y i s o l a t e d . The s t i l l n e s s w i t h which 
t h e l i n e i s concerned i s suddenly r e c r e a t e d i n t h e poem: 
"Everywhere r a d i a n c e glows l i k e a garden i n s t i l l n e s s 
blossoming" ( 1 4 9 ) . 
Schwartz uses t h e same a n c h o r i n g technique again 
l a t e r . The l i n e quoted e a r l i e r b e g i n n i n g "Selfhood w i l l 
possess and be possessed" i s t h e c u l m i n a t i o n o f a euphoric 
break from a s e r i e s o f s h o r t , s t r a i g h t f o r w a r d l y s t r u c t u r e d 
l i n e s . As though Schwartz was aware t h a t t h e poem i s 
t h r e a t e n i n g t o g et out o f hand, t h e next l i n e , " A l l t h i n g s 
are f i x e d i n one d i r e c t i o n " , serves l i k e w i s e t o f i x t he 
poem ( 1 5 0 ) . As a r e s u l t o f i t s s i m p l i c i t y and b r e v i t y , 
and i t s r e t u r n t o t h e d i r e c t s c r u t i n y of t h e p a i n t i n g , 
i t slows down t h e movement of t h e verse and r a p i d l y r e i n s 
i n t h e excess o f t h e p r e v i o u s l i n e . The r e s t o r e d calm 
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a l s o r e a f f i r m s t h e harmony of the poem. 
Whitman can be seen u s i n g t h e same t a c t i c s i n "Song 
of M y s e l f " . L i k e Schwartz, he c o n t r o l s h i s verse w i t h 
v a r i a t i o n s i n s e c t i o n and l i n e l e n g t h . A good example 
i s p r o v i d e d by t hese two l i n e s : "The l i t t l e one sleeps 
i n i t s c r a d l e , / I l i f t t h e gauze and l o o k a long t i m e , 
and s i l e n t l y b r u s h away f l i e s w i t h my hand" (151). J u s t 
as spaced p e r i o d s mark a more emphatic pause i n t h e middle 
o f a l i n e t h a n a comma, th e t y p o g r a p h i c a l i s o l a t i o n of 
these l i n e s c r e a t e s l o n g e r r e s t s t h a n would be p r o v i d e d 
by normal l i n e - b r e a k s , so u n d e r l i n i n g t h e t r a n q u i l l i t y 
o f t h e image. The shortness o f t h e f i r s t l i n e a l s o helps 
t o e s t a b l i s h t h e a p p r o p r i a t e mood. The second l i n e may 
be l o n g , b u t i t s almost p r o s a i c f l a t n e s s i s more e f f e c t i v e 
t h a n an a l t e r n a t i v e i n which t h e l i n e i s broken a t the 
comma. 
By a d o p t i n g t e c h n i q u e s r e l i e d on by Whitman, Schwartz 
i s a b l e t o have t h e l a t i t u d e he wants w h i l e s t i l l 
r e t a i n i n g some means of m a i n t a i n i n g d i s c i p l i n e . He does 
no t adhere s t r i c t l y t o Whitman's l i t e r a r y and 
p h i l o s o p h i c a l p r i n c i p l e s , nor does he engage i n a complete 
r e c r e a t i o n of h i s f o r m a l d e v i c e s . What he does do i s 
t a k e o n l y those elements t h a t are h e l p f u l and e i t h e r 
use them d i r e c t l y o r adapt them t o h i s immediate purposes. 
Thus some o f t h e extremes of Whitman's approach are 
tempered t o meet t h e demands of d e a l i n g w i t h the f i x e d 
f orm of t h e p a i n t i n g . Schwartz draws on Whitman's work 
" w i t h o u t b e i n g committed" t o i t . 
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V 
While i t may be o v e r s t a t i n g t h e case t o d e s c r i b e 
"Seurat's Sunday A f t e r n o o n a l o n g t h e Seine" as "a 
summation o f v i r t u a l l y e v e r y t h i n g Schwartz had been 
endeavouring t o express f r o m t h e v e r y b e g i n n i n g " , as 
Douglas Dunn does, i t i s c l e a r t h a t t h e poem r e p r e s e n t s 
t h e i m p ortance f o r Schwartz o f s e l f - r e f l e c t i o n and 
r e p e t i t i o n . I t i s a work of a r t t h a t takes as i t s s u b j e c t 
another work o f a r t ; i t i s concerned w i t h what i t means 
t o be an a r t i s t ; i t i s i n t e r e s t e d i n t h e process o f 
a r t i s t i c c r e a t i o n ; i t touches on i s s u e s o f consciousness 
and t h e s e l f ; i t deals w i t h t h e r e l a t i o n s h i p between 
th e a r t i s t and s o c i e t y ; and i t r e c o g n i z e s b o t h t h e bonds 
and t h e d i s t a n c e between t h e two. 
R e p e t i t i o n s h e l p t o s t r u c t u r e t h e poem. There are 
d e l i b e r a t e a l l u s i o n s t o o t h e r work by Schwartz. These 
a l l u s i o n s a re a l s o l a r g e l y dependent on t h e use of 
r e p e t i t i o n , and t h e y h i g h l i g h t t h e c o n s i s t e n c y o f i n t e r e s t 
t h a t c h a r a c t e r i z e s h i s w r i t i n g s over t h e course of h i s 
c a r e e r . While much had changed i n Schwartz's l i f e by 
th e t i m e he w r o t e "Seurat's Sunday A f t e r n o o n along t h e 
Seine", and a l t h o u g h h i s work had undergone c o n s i d e r a b l e 
change, t h e arguments of a seminal essay such as "The 
I s o l a t i o n o f Modern Po.etry" are s t i l l r e l e v a n t , even 
though i t was w r i t t e n years e a r l i e r . 
The f i g u r e o f Na r c i s s u s i s r e h a b i l i t a t e d i n 
Schwartz's v e r s i o n o f t h e myth. The d i v e r s i t y of 
i n t e r e s t s and t h e s e l f - c r i t i c a l c o m p l e x i t y which h i s 
own n a r c i s s i s t i c a r t c o u l d s u s t a i n j u s t i f i e s t h a t 
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